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PREFACE. 


n presenting this translation of the Rev. M. HaLLer’s 

Vade mecum fiir Gesangunterricht and Ubungs- 
buch to the English-speaking public it should be men- 
tioned that only such alterations and additions have been 
made as were needed to adapt the works for their new 
sphere. In dealing with plain chant the notation of the 
Vatican Edition has been followed. 

According to the intention of the author the use of 
this “VaDE Mecum” must vary considerably according to 
the age and capability of the pupil. 

With children it may be advisable to proceed as 
soon as possible to the chapters on scales (with exer- 
cises), introducing now and then songs from the appendix 
for one and two voices. At first only the most neces- 
sary explanations of the different signs in music should be 
given; in the succeeding lessons the explanations already 
given must be repeated and developed (by varied ques- 
tions and answers) in conjunction with reading and strik- 
ing the notes and with vocal exercises. 

To prepare pupils for choir work, the author advises 
that the “VapE MeEcum” be divided into two courses, as 
follows: 

Course I.: § 1, without remarks. — § 2, 1—4. — §3, 
in general. — § 4, entirely. — § 5, only the G clef. — §§ 6 
and 7, entirely, with exercises. — §§ 8 and 9, to be ex- 
plained and corresponding exercises practised. — §§ 11-14, 
only those parts are to be taken that are necessary to 
enable all the scales and the diatonic exercises in §§ 15 
and 16 to be practised. 

Course I/.: Introduction. — §§ 1—7, to be taken en- 
tirely, also those parts omitted in the first Course. — 
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§§ 8—16 should be thoroughly explained. Exercises in the 
soprano and alto clefs. — §§ 18—22, everything to be 
explained that is deemed necessary in regard to breathing 
and pronunciation. Finally, § 17 on the Church Modes, 
and the entire section D on delivery’ and expression may 
be taken. 

More advanced singers will find in the “VADE MECUM” 
a grammar of music and book of exercises, as well as a 
book of reference. 

The first part (the “VaADE MEcuM” proper) is followed 
by a second part containing the Exercises in the “Ubungs- 
buch”’, to which frequent reference i is made in the first part. 

Most of the exercises and songs were specially pre- 
pared by the author for his works; in the English version 
some of the original songs have been given a new setting 
of appropriate English words, while others have been 
replaced from other sources. For permission to use certain 
copyright verses and songs the translator acknowledges 
his indebtedness to the following authors and firms: The 
Rt. Rev. J. L. Spalding (Songs Chiefly from the German); 
Mr. John Singenberger (Song-Book for Children); Ginn 
and Company (The Coda); D. C. Heath and Company 
(Supplementary Music); American Book Company (A short 
Course in Music II.). 

The English text has been revised by Mr. H. S. Butterfield, 
of Chiswick, London, England, translator of Dom Johner’s 
New School of Gregorian Chant (F. Pustet), etc., etc. 

The author wishes his work to be a Musical Vade 
Mecum for young and old, but more especially for stu- 
dents in Catholic Colleges, Normal Schools, and Semi- 
naries. 

In conclusion, it is hoped that this translation will 
meet with as many friends as the German original. 


The Translator. 
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I. Sound is a sensation received through the ear and 
produced by the vibrations of elastic bodies. Whenever 
the vibrations are regular, the sound remains at one and 
the same pitch and is called a fone. 

Two or more tones having the same pitch may yet 
make a different impression upon our ear on account of 
the peculiar timbre or tone-color; thus the tone of one 
instrument differs from that of another or from that of 
the human voice, each one being characterized by its 
own peculiar timbre. 

Il. Music in its widest sense includes all tones dis- 
tinctly uttered, as the song of birds; but in its ordinary 
sense music iS a succession and combination of tones 
arranged according to the rules of musical art. 

Music is either instrumental or vocal: 

\. Instrumental music is produced by musical instru- 
ments; there are stringed-instruments, wind-instruments, 
and instruments that are struck, like the drum, 

The principal stringed-instruments are: the violin, 
viola, violoncello, violone (double-bass), lute, harp, zither, 
and piano. 

Wind -instruments are made either of wood (as the 
flute, clarinet, oboe [hautboy], bassoon), or of metal (as 
the cornet, trumpet, saxophone); to the class of wind- 
instruments belong also the harmonica, harmonium (a 
small organ), and the organ. 

Instruments that are struck (instruments of percussion) 
are: the drum, kettledrum, tambourine, triangle, cymbals, 
and castanets. 

Haller, Vade mecum. l 
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2. Vocal music is produced by the human_ voice. 
The organs which cooperate in producing the human voice 
are threefold: a) the /ungs and the air-tube (trachea); 
b) the larynx (voice-box) with its muscles and ligaments; 
c) the cavities of the nose, throat, and mouth. The lungs 
furnish the air and force it through the air-tube to the 
larynx; the larynx generates the tone by means of the 
vocal chords which vibrate as the air passes them; the 
cavities of the throat, nose, and mouth develop and form 
the tone, give it resonance and timbre (tone-color). 


a) The lungs supply the air through the air-tube; 
their action is twofold: the act of inhaling and the act 
of exhaling. 


We may distinguish three kinds of breathing: 1. Ad- 
dominal or diaphragm breathing, the ordinary and most 
natural way of breathing, which suffices for ordinary 
speech and for singing when a strong breath is not re- 
quired; 2. Costal or rib-breathing used in speaking 
in a high pitch and especially in singing with a full 
breath; in singing, both the costal and diaphragmatic 
breathing must be used; 3. High or upper chest breathing 
which expands only the upper part of the chest while 
raising the ribs and the shoulders; this manner of breath- 
ing is often employed in extreme physical or mental 
excitement, in fear and anxiety; for singing it is almost 
useless because it furnishes the smallest amount of air 
with the greatest effort. 


Every singer should be able to sustain the tone evenly; 
hence he must learn to control his breath, to exhale slowly 
and quietly; this can only be accomplished by inhaling in the 
same manner and by breathing anew before the entire supply 
of breath is exhausted. The singer needs a long breath and 
therefore he should try to exhale slowly and to sing with as 
little breath as possible. When singing loud tones the singer 
must be careful not to expel all the air at once; he should 
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rather increase or swell the tone from the softest piano to 
the loudest sound at first slowly and then faster and faster, 
then gradually decreasing the tone, so as to let it die away 
in a pianissimo. A singer who has learned to control his 
breath and to allow it to flow out at will in a greater or 
less quantity, will be able to sing for a long time with ease 
and without fatigue. 

b) The organ which produces the human voice, 
the larynx (voice-box), is situated at the extremity of 
the air-tube (trachea) and consists of several cartilages 
(the cricoid, thyroid, and arytenoid) and the elastic liga- 
ments or vocal cords which are susceptible of various 
degrees of tension. The tension has a notable effect on 
a little opening or slit (glottis) through which the air 
passes and which gradually closes as the vocal cords 
are stretched more tightly. The air passing through the 
glottis sets the vocal cords in vibration and thus pro- 
duces the human voice. 

Let the singer learn to have perfect control over the 
muscles which give the proper tension to the vocal cords. 
Only thus will he be able to produce a clear and pure tone. 
In order to acquire facility in the use of these muscles, the 
singer should be very cautious in extending the compass of the 
voice. In the beginning only those tones are to be practiced 
that require little or no exertion. The voices may be accom- 
panied by an instrument (preferably the violin); some assis- 
tance may be necessary especially in singing descending 
scales, because then there is a tendency to lower the pitch. 

The tone produced when the entire vocal cords vi- 
brate is called chest-tone (chest-voice, chest-register); 
when in singing high tones the vocal cords are so tightly 
stretched that only the narrow, inner edges vibrate, the 
so-called Aead-tones (falsetto-voice or register) are pro- 
duced. Falsetto-tones can easily be sung in a high pitch, 
where chest-tones would require a strong effort. Hence 


it is useful to practice the falsetto-tones and to equalize 
i ie 
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as much as possible the break between these and the 
chest-tones. | 


c) The timbre or tone-color of the human voice is 
modified by the cavities of the mouth and nose and by 
the shape and position of the tongue, the lips, the soft 
palate, the epiglottis (a movable lid at the top of the 
larynx), the teeth, and the hard palate or roof of the mouth. 

We distinguish two tone-colors, a dark (Sombre) one 
and a light or bright one. In the bright timbre the air strikes 
the hard palate almost directly behind the upper teeth; in 
tones of darker timbre the air strikes the palate further back. 
In general, the bright timbre is to be preferred; the clear, 
pure vowel 4 (as in far) should be practiced on all notes 
within the entire compass of the voice. The other vowels 
should not be neglected and vocal exercises (Vocalises and 
Solfeggi) should frequently be repeated on all the vowels, 
until a bright, clear, open vowel-sound is attained. (See 
Chapter 21.) 

Incorrect tone-formations are the palatal and nasal 
tones. Both of these unpleasant tone-qualities are pro- 
duced by contracting the space surrounding the larynx 
and by an upward and backward pressure of the tongue, 
so that the free current of air is stopped, thus striking 
the palate far back or the cavities of the nose and causing 
an unnatural sound. Many exercises on the different 
vowel-sounds will overcome these faults; special care must 
be taken that the tongue lies flat and straight, touching 
the lower teeth, and that the sound is thrown forward 
to the opening of the mouth. Teach the student the 
difference between a pure and nasal sound, and then let 
him imitate a pure tone as sung by the teacher. 


The free movement of the organs of the voice must not 
be hindered in any way; hence, tight-fitting garments, crossing 
the arms, bending and stooping over tables and desks 
must be avoided when singing. As a rule the singer should 
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stand erect, resting his body on both feet and letting his arms 
hang down in an easy manner; the head should-remain in 
a natural position, neither bent forward nor thrown back. . 


During the time of mutation, when simultaneously 
with the physical development also a change and devel- 
opment of the vocal organs occurs, all difficult exercises 
should be postponed. Boys’ voices are changed into men’s 
voices (tenor or bass); girls’ voices grow stronger and 
more resonant. : 


The voices of men (lower voices) are classified as 
bass, baritone, and tenor; those of children and women 
(upper voices) as alto, mezzo-soprano, and soprano. A 
low alto voice is sometimes called contralto. The baritone 
is like the bass in timbre, but in range it reaches from 
the bass to the higher tenor tones. 


A musical ear, 1. e., the faculty of perceiving differ- 
ent tone-relations is requisite for the succesful training 
of the voice; it must, therefore, be carefully cultivated 
not only as to purity but also as to beauty of tone. 


To train the voice, to make it soft and flexible, to pro- 
duce a pure and beautiful tone, free from all harsh and 
ill-sounding effects, let the singer remember the “formare, 
fermare, finire” of the old Italian school: to attack a tone 
with a pure and clear intonation (formare), to sustain it at 
the same pitch (fermare), and to end it with the same purity 
and beauty (finire). When the student has acquired a true 
intonation and is able to sustain a tone (tenuta di voce) in 
all degrees of loudness (piano, mezzo-forte, forte), he may 
begin to practice swelling the tones (messa di voce) from the 
softest piano to its greatest power, gradually decreasing again 
until it dies away in a pianissimo. 

II. Vocal music is either purely vocal or it is accom- 
panied by instruments. A solo is a melody sung by one 
voice only; a choir (chorus, tutti) consists of a body of 
singers. Vocal music is either written for one voice or 
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for several voices (parts); when all voices have the 
same melody, they are said to sing in unison (unisono); 
a composition for two principal performers is called a 
duet, for three, a trio or tercet, for four, a quartet, for 
six, a sextet, for seven, a septet, for eight, an octet. 

Vocal music is also divided into plain chant (Gregorian) 
and figured music. 

Plain chant is a simple melody progressing in tones 
of nearly equal length. It is sung in unison without 
any fixed time-measurement, but rather according to the 
rhythm of spoken language. Even the pitch of the me- 
lody is left to the discretion of the cantor (chanter) or 
director. 


Figured vocal music is more elaborate and is per- 
formed in a fixed time and pitch, and is generally in 
several parts. In compositions for two or more voices 
two distinct forms may be employed: homophony, when 
one voice has the melody, while the other voices merely 
serve as an accompaniment; polyphony, when the different 
voices move about independently of each other according 
to the laws of counterpoint, so as to form one harmonious 
whole. Homophonic compositions are: lyric songs, carols, 
hymns, arias, and recitativo. Polyphonic compositions 
are: imitation, fugue, double-fugue, and canon or round. 
The homophonic and polyphonic forms of vocal music 
are used in ecclesiastical and other religious music: masses, 
motetts, hymns, cantatas, oratorios, etc., as well as in 


Operas (dramatic music) and many other kinds of secular 
or profane music. 
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A. 
Musical Notation. 


§. 1. Notes and Their Value. 


1. Tones are represented by certain signs called nofes. 
2. Since all tones are not equally long, the notes 
are also made to represent the duration (time-value) of 
tones. The following are the notes in common use: 
Breve = or =, equal to two semibreves; 
Semibreve =, equal to two minims; 
Minim =, equal to two crotchets; 
Crotchet J, equal to two quavers; 
Quaver JS, equal to two semiquavers; 
Semiquaver NS equal to two demisemiquavers; 


: A N ; : : 
Demisemiquaver N equal to two (8) semi-demisemiquavers. 
Foal 
All these notes represent a relative, not an absolute 


duration of time. 
Table showing the comparative value of notes: 


= = 1 semibreve, 
x r Se on inimns? 
¢ ci f » 4 crotchets, 
y 6 whl Fire fiitttes Pio Ata vels, 
ee # £ 9999 PP PP PP PP 
ects 
ee ee 9p ee rs 
A, memos = CLC, 32 demisemiquavers. 
a ” 


3. Every note has a corresponding sign called a rest, 
used when a pause occurs in music; the rests are named 
after the notes and have the same duration. 


- = 1 semibreve rest, 

sy aati ite. DANII rests, 
X f i » 4 crotchet - 
a a of + " 4 si {-%,, & quaver a 
Sere, eee ee Seen eet ea es 
7 d * ay ¢ y etc. , 32 demisemiquaver ,, 
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A rest for all voices or parts at the same time is 
called a general pause and is sometimes indicated by G. P. 


Table showing Comat value of rests: 


4. A tie (ligature) — is a sign used to join two notes 
of the same pitch so as to denote the continuance of the 
sound during the value of both notes: 


Soyer ee te Feces 

Remark. In the typical Vatican Edition of plain chant 
there are six forms of single or simple notes: 1) punctum 
quadratum or square note, ™; 2) Punctum inclinatum or 
diamond note, #; 3) virga or tailed note, w; 4) oriscus, a; 
5) quilisma, w; 6) apostropha, ™, never found alone; it may 
be repeated once (bistropha mm) or twice (tristropha mmm) or 
even oftener. All notes in plain chant are approximately of 
equal value; yet their value may be modified by various causes. 


5. A dot added to a note or rest increases it by half 
its value: 


met maclinien, 6 ie 5 Ge 
ay Soe = — om te: (erat ne Niece “. etc: 


Two dots placed after a note or rest add three-fourths 
to its length or value, the second dot adding one half the 
length of the first: 


Se = eS) —_—— NN), t 4 4 4 4 
La) ° 


ede 


6. The fold (fermata, corona, point d’orgue) », placed 
over or under a note or rest, shows that these may be 


ay) hemo 
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prolonged at pleasure beyond the regular proportionate 
length. = 

In plain chant a small note ' called a custos (watchman), 
is used at the end of a line or page to indicate the pitch of 
the next note. 


§ 2. Measure (Time). 


1. By measure or time is meant the division of a 
piece of music into equal portions. This division is 
shown by means of a bar or short line employed after 
each measure. The word “bar” is used in a double sense; 
it indicates both the dividing line and the measure. 


2. Measure is of two kinds, even (2 or 4 main 
parts), and uneven (3 main parts). The former is also 
called Common Measure or Time and is divided into simple 
duple, compound duple, simple quadruple and compound 
quadruple, the latter is called 7riple Measure or Time, 
divided into simple triple and compound triple. In order 
to measure time accurately, a motion of the hand (or 
baton) is sometimes used which is called beating time. 
In duple measure the hand moves down and up; in 
triple measure, down, left or right, up; in quadruple 
measure, down, left, right, up (excepting in rapid move- 
ments, then down, up). 

3. Below are shown the different kinds of measure, 
and the motion of the hand in beating time. In even 
measure the time is denoted at the beginning of a piece 
by &, or &, or by 2 figures; in uneven measure it is 
denoted at the beginning of a piece by 2 figures. The 
upper figure shows into how many parts the measure is 
divided; the lower one, the kind of notes the measure 
contains (1 = semibreves, 2 = minims, 4 = crotchets, 
8 = quavers). These signs and figures are called time- 


signatures. 
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a) Even or Common Measure or Time: 


Alla breve or */, Measure: > 
ete [ee] eee¢ <P 
Semiiay Meri 1 oc 

4/, Measure:*) f 
EM Rie lel salt westohdl ake | <p 
Fefet aia isrise ship sete: 


Semibreve or ?/, Measure: 


ico aeyale Ags 2 1 2 
ei edi al pin hash A \ 
do) er rie 


A 
—S- &— —) 
ich rca Sifas eee | etc. F 
2 
ae MeaStit ele Scie: 
ie le PES F 2 
S eo 6 -0 de 
muboisminies. 
e@ @8080 oo °° 
CEO pap sianpee ances 
6 
Si, Measure 
122456 | 123456 1.2345 6 3 45 
oo: Oo > Oe eo 60 
Ba | Robe be aebore peices 
12 
10, 11, 12, 
Se. {4 and *?/, measires very 738.9 ore 
rarely occur. oa ety 
Lees 


*) Popularly called “common time” par excellence. 
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6) Uneven or Triple Measure or Time: 


| 3 3 
3/, Measure: 
123, cedars TOS Pp see} 
‘ore ell Oi lg wage 
1 1 
3 3 
3/, Measure: 
2: 2 3 oes a 2 
BPP PPE Pee 
1 1 
3 3 
3/, Measure: 
i 33 1,2 3 | Ole: | 2 2 
| Ber iedamys pi |) cle: 
1 1 
7, 8,9 
9/, and °/, measures rarely occur. 4, 5,6 
1, 2,3 


Often a group of three equal notes is to be performed 
in the same time as otherwise two notes of the same 
kind; such a group is called a ¢riplet and is marked by 
a ~> being placed over or under the notes: 


erties rl rreere 


By dividing a beat or time-value into five or six parts 
the guintuplet and sextuplet are obtained; these groups 
are marked by a figure placed over them corresponding 
to the number of their parts. 
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Remark. The division into even and uneven measures 
obtains in ancient and modern music. In order to indicate 
the execution (dynamics, accent, expression, etc.) more easily 
by the movement of the hand, the simple mode of beating 
time as in 2 measure is to be preferred for all even measures. 


2) 


a 


Even measures: 


1212 


12 | P 
Gs Pe= ler PP le rrr rt] ete 


1 2a, 


1 
Uneven measures: 2 : 
a ft | cee | om oaecic. ' f 
, Bt | BA] bw | ete. 
1 1 


4. A piece of music may begin on any part (beat) 
of a measure. If it begins on a fractional part of a mea- 
sure, it will end on a fractional part; the two fractional 
parts united will make a complete measure. 


5. There are accented and unaccented beats in a 
bar; though their value or length is the same, yet the 
stress or accent varies. The down-beat (thesis) has more 
stress than the up-beat (arsis). Modern writers some- 
times use the word arsis for the accented and thesis for 
the unaccented beat. The beats are accented or unac- 
cented according to their position in the measure. In 
duple measure the first beat is accented, the second un- 
accented; in quadruple measure the first and third beats 
are accented, the first being more strongly accented than 
the third, while the second and fourth remain unaccented; 
in triple measure the first beat is accented, while the se- 
cond and third are unaccented, thus: 


+ Ht 


6. When the unaccented part or beat of a measure 
is joined with the next accented part, syncopation takes 
place. This occurs either when two such parts are con- 
nected by a tie or when a long note is placed between 
two others of shorter duration, as a half note between 
two quarters or a whole note between two halves. Syn- 
copated notes are usually marked thus: a « 

i Age Agee A eee 
Seer irr rere er reyes. 

7. A double bar marks the end of a piece of music. 
When several bars are to be repeated, the repetition sign 
is used; portions included between two double bars with 
repetition signs are to be repeated; when the dots pre- 
cede the first double bar in the composition, the repeat 
is to be from the beginning: 


wfi|-n | 


=f = ee ei 


This sign & signifies that the repeat must be begun 
at that place. Sometimes an alteration has to be made 
at the close of a repeated portion; it is indicated by [T. | 
and |{I.| (prima—seconda volta, first and second time). 
At the repetition the portion under the |]. | must be omit- 
ted. D.C. signifies da capo, repeat from the beginning. 


§ 3. Tempo. 


The rate or degree of speed at which a bar is to 
be performed is called the tempo. Italian words are 
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mostly used to indicate the speed and character of move- 
ments: 
1. For slow movements: 


Largo, very slow, broad. 

Lento, slow, heavy. 

Grave, the slowest movement. 
Adagio, very slow and expressive. 
Larghetto, a little faster than Largo. 


2. For medium movements: 


Andante, slow, quiet, and distinct. 

Andantino, a little faster than Andante. 

Sustenuto, sustained tone. 

Commodo, as convenient; allegro commodo, as quick 
as convenient. 

Maestoso, dignified, majestic. 

Moderato, moderate movement, neither too fast nor 
too slow. 

Allegretto, somewhat lively, not as quick as allegro. 

Allegro moderato, moderately fast. 


3. For quick movements: 

Con moto, with motion, with emotion, 

Allegro, quick. 

Con brio, with vigor, with spirit. 

Animato, spirited. 

Vivace, very lively. 

Presto, very fast, prestissimo, with extreme rapidity. 

These indications of the tempo are often modified 
by other words and phrases: assai, very; allegro assai; 
molto, much, very; adagio molto; poco, un poco, a little; 
poco piano; non tanto, non troppo, not too much; piu, 
more; eno, less. 

When the speed is to be diminished gradually, it is 
indicated by rilasc. (rilasciando, slackening the time), 


a ne ce 


ritard. (ritardando, slower by degrees), rall. (rallentando, 
gradually slower); cal. (calando, diminishing in power and 
rapidity). The opposite effect is expressed by stringendo, 
accelerando, with increasing speed. If the slower or faster 
movement is to be very gradual, then poco a poco (by 
degrees) is prefixed to these expressions. 

If certain passages of a composition are to be taken 
slower or faster, it is indicated by the words: vivo, piu 
vivo (more lively), piu moto or mosso (quicker), veloce 
(swiftly), ritenuto (slower by degrees), meno mosso, (not 
so fast). All these changes of speed continue up to the 
expression a tempo (in regular time), or tempo primo (in 
the first time). It sometimes happens that an entire pas- 
sage up to the close must be taken accelerando, (with 
increasing speed); this is indicated by piu stretto. 

The speed is sometimes indicated by referring to a 
metronome, an instrument for beating time to music. It 
consists of a pendulum marked with a series of numbers 
and furnished with a movable weight; as the weight is 
placed lower or higher, the vibrations of the pendulum 
are faster or slower. The direction M , = 92 signifies 
that crotchets should coincide with the vibrations of the 
pendulum when the weight is placed at the figure 92. 

Indications of the tempo are often wanting, especially 
with the old masters; in such cases the character of the 
composition, the judgement and feeling of the director 
or singer, time and place, must determine the speed. Text 
and music often require in one and the same compo- 
sition a change of speed, sometimes slower, sometimes 
faster. 


B. 
Pitch of Tones. 


§ 4. The Staff. 


In order to represent the pitch of tones, a system 
of parallel lines, called a stave or staff, is used. It con- 
sists of 5 lines and 4 spaces. The lines of the staff are 
numbered from the lowest upward; the spaces are num- 
bered in the same way. Sometimes tones are so high 
or low that they can not be represented on the staff; 
in such cases small lines called ledger lines are added 
above or below it: 


Remark. In plain chant books four lines and spaces 
aré used; also ledger lines. 


§ 5. The Clefs. 
1. In order to fix the pitch and the names of notes, 
clefs are placed at the head of the staff. There are three 
clefs in common use: 


G. Gor Treble clef; Def F or Bass clef; ate C or Do clef. 

g f ee 

The G clef, placed on the second line, indicates that 
the note g (of the one-lined octave) has its position on 
the second line. (See below No. 3.) This clef represents 
tones adapted to treble or high voices. 

The F or Bass clef represents tones adapted to low 
or bass voices; it indicates that the note f (in the small 
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octave) has its position on the fourth line for the bass, 
on the third line for the baritone. 

The C or Do clef indicates that the Hofer c in the 
one-lined octave*) has its position on the line on which 
the clef is placed; it may be placed on the first, second, 
third, and fourth line, being used as the clef for the so- 
prano, mezzo-soprano, alto, and tenor: 


Soprano. Mezzo-Sopr. Alto. Tenor. Baritone. Bass. 


aaa =e so eae 


§ 

By the use of different se it is ee eee 
tones adapted to different voices without the use of too 
many ledger lines. The baritone and C clef are often used 
by the old masters and it is, therefore, necessary that 
the singer should understand them. In modern music these 
parts are generally written in the treble and bass clefs. 

The knowledge of the entire system of clefs is also 
a great aid in transpositions (see § 24), as the following 
illustration shows: 


ee SoS > ET 


Cc C Cc Cc 


Here the natural succession of clefs is easily seen, 
as also the fact that every voice is able to sing middle 
C which falls in the lower range of the soprano, the 
middle range of the alto and tenor, and in the higher 
range of the baritone and bass. 


2. The clef is placed at the beginning of every piece as 
the first signature. As shown above, it indicates the pitch 
and name of a certain tone; having placed and named one 
tone, it is easy to give each tone its proper pitch and name 
by means of the musical alphabet, c, d, e, f, g, a, b. 


*) Middle or Tenor C. 


Haller, Vade mecum. 2 
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In the following pages we adhere chiefly to the Treble 
or G clef which is in use not only for the upper voices 
but also for the tenor voice, in which latter case the tones 
are an octave lower. Exercises in the C clef will be 
found in the Appendix, pp. 141. 

3. The series of the seven tones proceeding alpha- 
betically from the first to the seventh is called an octave; 
to represent the pitch of the different octaves various 
names are given them: the counter octave (C D E F 


ae hs) auc ne octave" E Dee GAS “C\e the 
small octave (c, d, e, f, g, a, b); the one-lined octave 


a, ah the three-lined octave (c, d, e, f, g, 4a, i 


|  TornGawity octave ep mh beste Great | 
| .¢-D.E.F GAB) ¢ DE FP GaGa 
Bass: p: | =e a 
a ee ee es ee 
Sot oe 
33337 * 
yaaa = ~ £# 
Treble: eG p= oo : 3 e f acces Ss 
oS eee SS 
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Three-lined. | 
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Remark. In plain chant only two clefs are employed: the 
_ Ut (Do) or C clef (<8) and the Fa or F clef (#§) the former 
may be placed on any of the four lines, but the latter is now 
generally used only on the third line. The names of the Gre- 
gorian notes are usually indicated by the syllables ut (do), 
re, mi, fa, sol, la, si, ut (do), corresponding to the modern 
names: c, d, e, f, g, a, b, c. These syllables were first used 
for the practice of the different vowel sounds by Guido Are- 
tino who lived at the beginning of the eleventh century. Sol- 
misation is the art or act_of solfaing, i. e., of singing the 
notes of the musical scale according to these syllables. An 
exercise written for that purpose is called a Solfeggio; ex- 
ercises sung throughout on the same vowel (a, e, i, 0, u) are 
called Vocalises. 


§ 6. The Scales. 


1. A scale (ladder) is a gradual succession of notes 
ascending or descending from the keynote to its octave. 

2. The scale is either diatonic (6idtovos, from tone 
to tone), i. e., passing through the simple tones of the 
natural scale consisting of five whole tones and two half- 
tones or semitones; or it is chromatic (yowmatixds), Suited 
for color), i. e., it consists of a series of thirteen semitones, 
including the eight tones of the diatonic scale and the 
five intermediate tones which latter were at one time 
shown in colors. All tones above or below these scales 
are only repetitions at a higher or lower pitch. (See § 5, 
No. -3). 


3. The diatonic scale is either major or minor, dif- 
fering only in the position of the semitones. For the 
present the diatonic scales only will demand our attention. 


§ 7. The Diatonic Major Scale. 


1. As has been noticed above (§ 6, No. 2), the dia- 


tonic scale contains five whole tones (or simply “tones”) 
o% 
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and two semitones. These are distributed in accordance 
with our natural musical feeling as follows: 
tone, tone, 7/. tone, tone, tone, tone, */. tone. 
Me |e 1/2) il i I< Ie 

2. By placing under this series the corresponding 
number of the tone: 

1 1 "Ie 1 1 I "le 
a 
1 2 3 4 5 6 vi 8, 
we readily see that the intervals from 3—4 and 7—8 are 
semitones; by placing the musical alphabet under this 
Series we get the first scale: 


A ah 

2, 12 
re ——————— 

1 2 3 4 5 6 1 8. 

Cc d e f g a b @ 
Bg ras ee 

do re mi fa sol la Si do. 


Remark. The eighth tone of the scale has the same name as 
the first, because it is the first tone of the scale repeated an octave 
higher, both blending perfectly. In order to have a satis- 
factory close of the scale the eighth tone must always be added. 


3. The semitone gives the major scale a natural di- 
vision into halves, each of which concludes with a 
semitone: 


ee ee ee 
1 2 3 4 5 6 7 8. 
Cc d e f g a b Cc 
do re mi fa sol la SI do. 


Now we write the first half of the scale on the staff in 
the treble clef: 


a 


Ss SS 
1 2 3 4, 
Sa 
Cc d e 1h 
do re mi fa 
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Exercises. 


Remarks. Notice, first of all, the signatures at the be- 
ginning of the staff, so far, the clef and time-signatures. Then 
explain each exercise as regards notes, pauses, and intervals; 
finally, begin to sing, at first slowly and quietly; in the 
beginning it may be well to accompany the voice by an 
instrument (violin or piano), but later on the intervals: 
should be found without accompaniment. A clear and accu- 
rate pronunciation of the names of the notes, the repeated 
singing of the various exercises to the vowel 4 (as in far or 
father), or singing the syllable 14 to every note, such and 
similar exercises will be of great importance in the cultivation 
of the voice. The syllables do, re, mi, etc., as well as the 
exercises with words, have as their object the accustoming of 
the eye to the simultaneous reading of notes and words. What 
is said of the position of the body, tone-formation, breathing, 
and pronunciation, should be applied in these exercises (In- 
troduction, II. 2; § 19, 20, 21). Some exercises will have to 
be repeated again and again, taking them slower or faster, 
with greater or less stress and force, as circumstances may 
require. For the sake of variety the same exercises may be 
sung on the different vowels: a, e, i, 0, u. The places where 
breath is to be taken (in addition to the pauses) are marked 
by a short vertical line on the staff. 


SS 


1 9 1 
Cc ; e ; : e ; Cc 
do re mi fa fa mi re do 
la la la la la la la la 


a or ?/. measure. 


2 SSS esse 
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(jue lavelas lar la-ige——la ola la- la la: 
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cd 
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Alla breve or ‘4/2 measure. 
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We will now write the second half of tS scale on 
the staff in the ieee clef: 


(i — a 


Si em ool Seamer 
5 Va “coen © 
Sola ast ano 


Exercises. 
AS 
sol™ la Si do do Si la sol. 
Lael a: la la la la la la 


Semibreve or 2/2 measure. 


= ae 
5 See Sere =5 = 
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6, Glare eee a arrieeeal 


La lavdaviavla 


Saab fom oe 2 boecae ag (guca 
solula si’ =<dossi sla esis cdOmsst ja -solela 


si la sol. 


sol ii Sik Ge Si la SimdoOnuesi 
———= = =—|f-= a 
a b a g 
la si la sol 


_ By combining the two parts of the major scale the 
entire diatonic major scale is presented to view: 


Ascending: oy See 
he ees eae SSS eas 
= — — 
1 2 ) 4 5 6 joes 
(s d Sail! g a Deere 
do re inieesta: sol la si do 
___Descending: ys! 
ee eee = 
— _—_ -S- 
pee! 6 5 4S 2 1 
ea! g f e d c 
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Minims: 


’ = SS 


Crotchets and quavers: 


y spa Bee 


Minims, crotchets and quavers: 
SSS e eee SS 
a. =e SH ESS 
Dotted tiotes: (§ 1; 5.) 


2, 


a co 


——— 
23, SSS att 
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Snopes notes: ($42/26,) 


2 ps a 


Codes eg A fee gz — a ==—b 
SS 
Cc b* — a es g = f —_ a =~ wed Se; 


Alla breve measure. 


26, (ee 


lel je Te a ley Ge key ey ey ee ley 
aes ae es are 5 | : 
=—— ae i = a ae 
=<——— Sao = —s — —, 
— la ia = — la la We 


A ae ett li hceee sree. rarer 
ge 
oe SS a inld\ 1 _—$ 
== eee SS 
Semibreve measure. 
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(Exercises with text,*) Appendix, NOS.4l}42; 6) 


§ 8. The Intervals. 

1. An interval is the distance from one tone to an- 
other; or, in other words, it is the difference in pitch be- 
tween two tones. It receives its name from the number 
of degrees (lines and spaces) used in its representation; 
both degrees on which the notes of the interval stand as 
well as the intervening degrees are counted when naming 
intervals. The names applied to the intervals are: 

Prime, the first degree, 
Second, the second degree, 
Third, the third degree, 
Fourth, the fourth degree, 
Fifth, the fifth degree, 
Sixth, the sixth degree, 
Seventh, the seventh degree, 
Octave, the eighth degree. 


Two notes on the same degree form the iterval of 
a prime, even when one of the notes is changed by an 
accidental sharp or flat.*) 


Prime. ge a? ft bp 
aes = == = = z| 
6= =e=: — === =a Spies : cal | 

The interval of a second is the distance from any 


tone to the next following degree (line or space). Thus 
the diatonic scale consists only of seconds (§ 7). The 


*) The use of the # and ? may be briefly explained here (§ 11). 
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distance of a semitone is called a minor second, of a 
whole tone, a major second.*) 


Major seconds. Minor seconds. 


The interval of the third is the distance from the first 
to the third degree (from line to line or from space to 
space). The third is major when it comprises two tones, 
minor when it comprises one tone and a semitone: 


Thirds. 
major minor minor major major minor 
See | REPS ee ESS (lees neste tal ( aee 
a = Ze Se ae ae 
6 —-s <2 ax 


minor 


Sea | ee er in t a 

SS 

The fourth is the interval from the first to the fourth 
degree; between the two notes which form: the fourth, 
there is always a line and a space. When the fourth com- 
prises two tones and one semitone, it is called a per- 
fect fourth; a perfect fourth increased by a semitone is 
called an augmented fourth, when decreased by a 
semitone it is called a diminished fourth: 


Fourths. 
: augmented 


= | = | ee ol | ae ae ee 
é Sd Se = { 
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*) The interval of the major second is often simply called a 
tone (§ 7); it must be distinguished from “tone” in the sense of sound. 
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The fifth is the interval from the first to the fifth 
degree; between the two notes of the fifth there are always 
a line and two spaces or two lines and one space. When: 
a fifth comprises three tones and a semitone, it is said to 
be perfect; when increased or decreased by a semitone, 
it is called respectively an augmented or a diminished fifth. 


Fifths. 


diminished. 
ee ee Se peel ere | 
es ee ees 
The sixth is the interval from the first to the sixth 
degree; two lines and two spaces lie between the two 
notes of the sixth. The major sixth comprises four tones 


and a semitone, the minor sixth comprises three tones 
and two semitones: 


Sixths. 
major major minor 
a a oe eae = —. 
SF LEE | ECA A ee i 


Sa — — 


major minor major 


SS ee 


The seventh is the interval from the first to the seventh 
degree; two lines and three spaces or two spaces and 
three lines lie between the two notes of the seventh. The 
major seventh contains five tones and one semitone; the 
minor, four tones and two semitones: 

Sevenths. 
major minor minor 


Ee 
Ee 
SS ee SIE 


The octave is the interval from the first to the eighth 
degree; three lines and three spaces lie between the two 
notes of the interval. It comprises five tones and two 
semitones: 

Octaves. 


—— — | ==} Se == == 

—— Lares es aucmeee . Se x == 
ae Ge ee ee aoe eos ae es Se = at SE 
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2. The major intervals that are increased by a semi- 
tone are called augmented intervals; the minor intervals 
that are decreased by a semitone are called diminished 
intervals: 


Major, augmented, major, augmented, diminished. 


( SS | SS See 


- major, augment., minor, minor, diminished, diminished. 
—= f= == | eee ees eee, 
augmented, diminished, 


=== Sle 
augmented fifths 
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diminished fifths; minor, major, augment. sixth. 


6= : = == = i eg Been 


Ch S Ms Ma 


~ 
-~§ Sl ge 


minor, diminished sevenths. 
SS eS 


Remark. The intervals written either on lines only or 
On spaces only are those of the uneven numbers: prime, 
third, fifth, etc.; the intervals written on lines and spaces are 
those of the even numbers: second, fourth, sixth, etc. 


Bee for Reading and Naming the Intervals. 


ooo see See eae reese: 
ay 
Sears =S SEs as 
8. Q. 10. 
see © eT = ae 
ist, 14. 16. 
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Intervals sometimes occur that are greater than the 
octave; they receive the following designations: ninth, tenth, 
eleventh, twelfth; they correspond to the second, third, fourth, 
and fifth, lying above or below the octave. 


3. In the works of the old masters, non-diatonic tones, 
i. e., changes in the natural relation of the diatonic scale, 
are altogether avoided. Hence intervals augmented or 
diminished by an accidental sharp or flat do not occur 
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in their compositions. Even some of the diatonic inter- 
vals were strictly forbidden, e. g., the augmented fourth 
(f—b, called the tritone) and its inversion, the diminished 
fifth (b—f); also the major and minor seventh. The major 
sixth is seldom found; the minor sixth and the octave 
are only found, as a rule, ascending. © 


§ 9. The Common Chord. 


A chord is an harmonious combination of tones simul- 
taneously performed. There are many kinds of chords, 
but here we treat only of the first and most common 
kind, the triad (trias harmonica perfecta) or common 
chord. The triad is contained, as it were, in every tone. 
If, for example, we strike a piano-string which produces 
the great C, the two higher octaves and the fifth and 
third will also be heard in the following order: 
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Thus we get the first triad which seems as natural 
to us as the diatonic scale, from which its first, third, 


and fifth tones are taken: == 
S 


In order to be able to sing these tones of the triad, 
we place them on the staff in succession: 
= 


SS 
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The first tone of a scale is called the key note or 
tonic. By adding its octave we have with this triad the 
full range of the entire scale: 
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The singing of the chord is a useful and even a 
necessary exercise, especially for intonation. It contains 
different intervals, ascending and descending: 
majorthird, minorthird, fourth, fifth, sixth, octave, — 


ee ee ee 
octave, sixth, fifth, fourth, minor third, major third. 

SS —= SSS, 
Exercises in Singing the Intervals of the Triad. 
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Haller, Vade mecum. 
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*) Upbeat. 
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Exercises Exceeding the Octave of the Tonic. © 


Remark. Voices that can sing the tones of the two-lined 
octave only with difficulty or to the detriment of pure tone, 
should not take part in the following exercises whenever 
the passage is marked S. (Soprano); they are, however, to 
begin again at the letter A. (Alto). 
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§ 10. Exercises in Singing Different Intervals 
in Conjunction with the Scale and Chord. 


The interval of the second needs no special exercises 
since the diatonic scale consists entirely of seconds. 


Thirds. 
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*) Triplets (§ 2, 3, p. 11). **) Upbeat. 
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Fourths. 
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The spring- aia is smil-ing so Se ly and 
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fair, sweet fragrance of flow-ers is  fill-ing the air. 
(Coda No. 98.) 
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Sevenths & Octaves. 


eS Giese ease | 


C. 
Relation of Tones to Each Other. 
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§ 11. Chromatic Signs (Accidentals). 


1. Hitherto all exercises have been written in the 
scale which has C for its fundamental tone, key note 
or tonic. Like C, any note may be made the tonic of a 
diatonic scale, if only the scale retains the characteristics 
mentioned in § 7. To accomplish this it often becomes 
necessary to raise or lower some tones; this is done by 
means of the chromatic signs, sharps and flats. 

a) A sharp # when placed before a note raises the 
pitch of the note half a tone; the double-sharp x raises 
it a whole tone. 

b) A flat ¥ lowers the pitch of a note half a tone 
and a double-flat >? lowers it a tone. 

c) A natural 4 restores the note to its original pitch 
when it has been raised by a # or lowered by a ?. 

2. When sharps or flats occur at the beginning of 
a piece of music, immediately after the clef, they are 
called the signature; thus written they affect every note 
on that line or space throughout the piece. When, how- 
ever, they occur later in the piece, they have value only 
for the bar in which they occur, and are then called 
accidentals. 

3. When a sharp or flat occurs before a note the 
name is changed accordingly; as, f sharp (f#), c sharp (c#), 
b flat (b?). 

Remark. In Plain Chant only one accidental is used which 
affects the note b; it is changed into b flat (or si into sa). 
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§ 12. Relationship of Tones and Keys. 

1. As indicated in § 9, every tone contains several 
other tones that are heard simultaneously, the octave, 
the perfect fifth, the octave of the octave, and finally 
the major third of the higher octave (only faintly heard); 
these tones, called over-tones, stand in closer relationship 
to the fundamental tone than those lying near it and not 
sounding with it. 


2. The octaves of any tone bear the closest relationship 
to the tone of which they are only repetitions. After the 
octave the fifth is most closely related to the first tone; 
the fifth forms a new chord and a new scale which is 
better adapted than any other to alternate with the chord 
and scale of the first tone. Hence it is said to stand in 
the closest tone-relationship to its prime. C is therefore 
said to be related to G, because G is the fifth of C 
upwards; it is also called the dominant. Moreover C is 
related to F, because F is the fifth downwards, whence 
it is also called the subdominant. \t must be remembered, 
however, that only perfect fifths cause this relationship. 

The tonic is usually indicated by I (the first and funda- 
mental tone of a scale), the dominant by V (the fifth above), 
the subdominant by IV (the fourth above or fifth below). 


3. As stated above, the exercises employed thus far 
have been composed of tones of the scale which has C 
as tonic or fundamental tone; in other words all the tones 
belonged to the major key of C whose tonic is C. 

As with C, a diatonic scale can be formed on any 
other note; hence any tone may be made the tonic of a 
key and there are as many scales or keys (major and 
minor) as there are tones. 

Like the tones, these keys are related to one another, 
the relation always being closest to the keys of the do- 
minant and subdominant. 
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Remark. Every major key has also a parallel or relative 
minor key.to which it is closely related, and whose tonic 
is a minor third below the tonic of the corresponding major 
key (§ 14, 1). Thus C major is closely related to A minor, 
having no sharps or flats for their signatures; they are there- 
fore called parallel keys. There is also a close relationship 
between the major and minor keys that have the same tonic, 
e. g. C major and C minor. 


§ 13. The Circle of Fifths. 


1. The entire system of scales or keys, both major 
and minor, is based on their relationship by fifths. For 
if we begin with the tone C and take the fifth above, G, 
then again D, the fifth of G, etc., we shall arrive with the 
thirteenth tone at the tone C with which we started: 


CGD A EB F# ch gt dk af ef be#—c. 
1°2°3'4 5% 6 SP 8 O10 ete a 


The same result will be obtained if we begin with 
C and continue by taking a fifth below: 
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Since the 13th tone is always the same as the first 
one, there remain only twelve different tones in each 
direction; by placing these in order we obtain the 
chromatic scale consisting of 12 semitones: 
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2. Any tone of the chromatic scale may be made 
the tonic of a diatonic scale (as in § 7) and of a chord; 
this will give us twelve scales ascending and twelve 
descending in both the major and the minor keys. Since, 
however, the keys shown above at a) in small letters, 
and those shown above at b) in capitals, and vice versa 
are enharmonic (sounding alike), e. g.. c# = D?, g# = AP, 
cP? = B, etc., we speak only of twelve scales, six ascend- 
ing by fifths, and six descending by fifths, in both the 
major and minor keys: Those in ascending order are: 

CoG. DoA-E BES 
In descending order: 
C, F, BP, E?, A?, D?, G), or may be shown thus: 

—=—_—<«<«<« descending ascending >+>»————_=> 


G? DY AD EP BP FF —€C — GDAEB F¥. 


F% and G? are enharmonic, representing the same tone 
by a different character; hence they represent only one key. 

All these scales are indeed identical in their tone-relation, 
yet they differ in effect on account of the difference in pitch; 
hence they are generally regarded as distinct keys. 

We will now give to each one of these twelve tones 
its proper scale; each of them will thereby become the 
tonic or fundamental tone of a scale or key. By ap- 
plying the diatonic scale of C (§ 7) with the semitone 
from the third to the fourth and seventh to the eighth 
step, we find that in the ascending order the seventh tone 
of each scale is raised by a sharp, while in the descend- 
ing order the fourth tone is lowered by a flat; we also 
find that the sharps and flats of each preceding scale 
recur in the next following scale; moreover, that the sharps 
and flats also follow in the order of fifths; and finally, 


ll 
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that (according to § 11, 5) the sharps and flats of these 7 
keys form the signatures that must be placed on the 


staff immediately after the clef. 
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Diagram of the Circle of Fifths. 


The divisions of the outer circle contain the major 
keys; those of the middle circle contain the names of 
the keys and the number of sharps or flats; the smallest 
divisions contain enharmonic keys; thus the key of C# 
(72) is enharmonic with the key of DP (5°). 


Remark 1. Every pupil should draw a circle of fifths. 
Having drawn it and divided it into thirteen equal parts, a 
fifth should be written in each division beginning with C, 
first to the right the fifths ascending and then to the left the 
fifths descending. Finally, each diatonic scale should be written 
in full in its own division. 
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Circle of Fifths. 


Remark 2. Since the fifth by inversion becomes a fourth, 
the descending keys (of flats) may also be found by ascend- 
ing in fourths: 

Garb, bv A? DY..G?: 
this is called the Circle of Fourths. 


§ 14. The Minor Key. 

1. The minor key (scale and chord) differs from the 
major chiefly in the third degree which is a semi- 
tone lower than that of the major key; the minor scale 
has a minor third from the first to the third degree, the 
major scale, a major third. As already observed (§ 12, 
Remark), each major scale has a corresponding parallel 
minor scale, the tonic of the latter being a minor third 

Haller, Vade mecum. 4 
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below that of its relative major scale, as, C major and 
A minor, G major and E minor, F major and D minor, etc. 
The parallel major and minor keys have the same signatures. 
That the relationship through the circle of fifths pertains 
also to the minor keys need hardly be mentioned. 

2. The diatonic minor scale, like the major scale, 
has five tones and two semitones; but on account of 
the minor third the first semitone occurs from the sec- 
ond to the third degree, and the second semitone from 
the seventh to the eighth degree (but ascending only): 

1 “/9 l 1 1 1 1}2 
Fa Se Se 
1 2 3 4 5 6 “i 8. 
Na c d e iver ee ce 

In descending the minor scale retains the whole tone 
from the 8t to the 7t degree and from the 7 to the 
6th degree, the semitone occurring from the 6 to the 
fifth degree: 

1 1 a 1 1 ‘Je i 
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The melodic minor scale: 
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This scale is called the melodic minor scale, it is 
more melodious than the Aarmonic minor scale which 
contains three semitones (2™4 to the 354 5th to the 6th, 
and 7t to the 8th degrees), and an augmented interval 
from the 6t to the 7 degree. It remains the same ascend- 
ing and descending: 


The harmonic minor scale: 
== 
SS SS SS 

ee SoS. a: 


= — 
] O2RS B45 A STOR TT SRN) Boe aCe ee oar el 


esl aie 


>$ Sl a 


§ 15. Table of the Usual Major and Minor Scales 
and their Tonic Chords. 
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Remark. Before beginning any of the following exercises 
students should not fail to sing the scale and chord of the 
corresponding key. 


§ 16. Exercises in the Major and Minor Keys. 
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(Appendix, Nos. 9, 14, 21.) 
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(Appendix, No. 4.) 
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Two-Part Exercises. 
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(Appendix, No. 13.) 
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Remark. One of the most frequent intervals is the fourth. 
According to its position it creates more or less difficulty 
for the beginner. To become proficient in singing the fourth, 
it is necessary to examine the interval well; it may comprise 
the following tones: 
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§ 17. The Church Modes or Tones. 


1. Thus far we have learned to know two diatonic 
scales, the major scale with the semitones from the 34 
to the 4th and the 7t) to the 8th degrees, and the minor 
scale with the semitone from the 2™4 to the 3'4 and the 
7th to the 8th degrees; and we have transposed these 
scales to all the twelve different keys, major and minor 


-—>2 JQ gq 


(see § 13, 15). These keys differ only in their pitch; 
the succession of tones is always the same, and in this 
respect modern music has only two diatonic scales or 
keys, major and minor. 


2. It is different in plain chant and in the figured 
music based on the same. By making different tones of 
the diatonic scale the fundamentals of new scales (D—d, 
E—e, F—f), we find the semitones each time in a different 
position: 
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These four scales are called the authentic (original) 
modes, they are composed of a perfect fifth and a per- 
fect fourth. They have the following names: 1) Dorian, 
2) Phrygian, 3) Lydian, and 4) Mixolydian. 

Besides the four authentic modes there are four plagal 
(derived, deduced) modes; these are formed by taking the 


upper four notes of the authentic modes first and adding 
the lower four: 
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The plagal scales are divided into a lower fourth and 
an upper fifth; they receive their name from the relative 
authentic scales by prefixing “hypo” (under): 5) Hypo- 
dorian, 6) Hypophrygian, 7) Hypolydian, 8) Hypomixo- 
lydian. The fundamental tone of the plagal modes is 
the same as that of the corresponding authentic mode; 
it is usually the final tone of a melody. From the 12th 
century, in addition to the above 8 modes, 4 additional 
ones were employed: Mode IX., AZolian, A—e—a; Mode X., 
Hypozolean e—A—e; Mode X., Ionian, C—g—c; Mode XI., 
Hypoionian, g—C—g. 

3. In the authentic modes the dominant (predominant 
note) is the fifth above the fundamental tone, in the plagal 
modes it is the third below that of the corresponding 
authentic mode. If the dominant should happen to fall 
on B (as in the Phrygian mode) the C which is close 
by is substituted. By way of exception the Hypomixo- 
lydian mode has C as its dominant. 


4. The chromatic signs ($ and ?) are used in  trans- 
positions to a higher or lower key, especially in compo- 
sitions of two or more parts. 


5. The mode is said to be complete when the entire 
compass (ambitus) of the scale is used, otherwise it is 
incomplete. It is more than complete when the compass 
is extended upward or downward; it is mixed when the 
melody contains parts that are proper to an authentic 
mode and its corresponding plagal mode. 
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Exercises. | ” 
Mode I. Dorian. 


“a —_s se ———— 


d f g 
re i fa i re ae Py sol 7 a 


(C. Porta. Missa I. toni.) 
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Mode II. aes eae 
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Mode Il. is often psteaneposed a four eas a 


Ss —= == 


re mi. fa. 1ft-re est Si mee a re mi een ea 


(Palestrina.) 
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Mode III. Phrygian. 
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Mode IV. Hypophrygian. 
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mila solla si la sol fa mi redo re mi 


———— 


re mi. 


oe 


This Mode is usually transposed a whole tone or a minor 
third higher. 
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Misia =sol) la si la sol fa miredore mi 
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fa re mi 


(Ludovico da Vittoria, b. 1540.) 
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Mode V. Lydian. 
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Mode V. is usually transposed a second or third lower. 
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Mode VI. Hypolydian. 
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This Mode is tenaliva sung a tone higher. 
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Mode VII. Mixolydian. (Palestrina) _ 
ea ss =e 
133. a =a ‘a a Stes! = 
Ciicigeage Stele son;  Chri- 
eee 
= =e eSOn, 


- ste e - lei - 


Mode VII. is usually intoned a second or third lower. 
(Palestrina.) 


CO 


a-scen - dit in cc - lum, se- 


4 
ieee = sa SS 


det ad dex-te - ram Pa-tris. 


Mode VIII. Hypomixolydian. (Palestrina.) 
: = =F 
135. CE Sa — — = = = = —=S Sesee IE 
Kye ly eee ache son 


Mode VIII. is often sung a second or third higher. 
(Orlando di Lasso, 1532—1594.) 


136. Or rss ct Sets 2 sts = =e 
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t37 i eet 
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ee eee 
= ES = 


gnus De - - 2 
The following two and three part songs may be prac- 
ticed after a careful study of Section D on delivery and eX 
pression. 
138. From the Mass: Iste Confessor. (Mode VIII.) 
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142. From the Mass: Sine Nomine. (Mode IIL) 
(Palestrina.) 
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143. From the Mass: Dies sanctificatus. (Mode VII.) 
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Haller, Vade mecum. 6 
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148. From the Mass: Simile est regnum. (Mode VII.) 
Vittoria. (Proske, Sel. nov.) | 
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152. From the Mass: Puisque j’ai perdu. 
(Orlando di Lasso.) 
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153, From the Mass: Laudate Dominum. (Mode VIII.) 
(Orlando di jue 
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154, From the Mass “IV. Toni’. (Vittoria.) 
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155. From the Mass: Trahe me post te. 
(Vittoria. Proske, Sel. Nov.) 
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156, Benedictus from the Mass: Lauda Sion. 


(Palestrina) 
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D. 
Delivery and Expression. 


eee 


§ 18. Dynamics. 


1. In order to indicate the different degrees of force 
with which single tones or entire passages are to be per- 
formed, dynamical signs are employed: F or f = forte, 
loud; Ff or ff = fortissimo, very loud. It may not be 
superfluous to remark here that extreme loudness should 
be avoided as unmusical and offensive to the ear; the 
beauty and purity of a tone must never be marred in 
this way. Besides, many voices are ruined by too loud 
singing. Pf or pf = poco forte, somewhat loud; mf = mezzo 
forte, moderately loud; rf or rinf. = rinforzando, rin- 
forzato, with emphasis; still stronger emphasis is expressed 
by sf or sforz. or a = sforzando, with a sharp accent 
and quick decrescendo. P or p = piano, soft; pp = pianis- 
simo, very soft; m. v. = mezza voce and sotto voce, 
with half voice, in an undertone. (See Introduction IL, 2, a.) 


2. When a tone or passage is to be commenced p 
or pp and gradually increased to mf, f, or ff, it is indi- 
cated either by the word crescendo (cresc.) or by the 
sign ———; when a tone or passage is to be sung grad- 
ually diminishing in volume of voice, it is indicated by 
the word decrescendo (decresc.) or by the sign ———., 
The swell is a union of both signs and indicates first 
an increase and then a decrease in the volume of tone 
—=_ ==—.. Sometimes: the cresc. or decresc? is pre- 
ceded by poco a poco; indicating a gradual increase or 
decrease. Instead of decresc. we often find diminuendo 


<> 
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(dim.), likewise signifying a diminution in tone.Moreover, 
the following expressions are used: calando (cal.) indi- 
cating a decrease in power and rapidity; morendo and 
smorzando indicate a gradual dying away of the tone to 
pp, at the same time decreasing in speed. 

Frequent exercises in all the different shades of tone, 
especially p, pp, crescendo, and decrescendo, are ab- 
solutely necessary, especially for beginners. Great care 
should be taken to sing each tone clearly and with 
purity of sound, without lowering or raising the pitch. 
Call to mind the rules laid down in the Introduction 
(IL, 2, a and b). 


crest. ~~ SE EOEOOEOEeOeSeeeeeeeee RDI 
=a 
Se = =a == 


decresc. 


In like manner the major and minor scales on a, b?, 
and b, should be frequently practiced by the lower voices; 


those on d, e?, e, and f by the higher voices. 


158. a 
é Se 
SSS 


Sostenuto. (§ 3.) 


159. oe ereeeees er eeeae eee 
Pp ——= 


sia etto. (§ 3.) 


= =| =f = 
f enee 


i= 


€0 0/9 


pS SSS se 
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Remark. In like manner practice other scales (major and 
minor), using the vowels a, e, i, 0, u. 


§ 19. Intonation. 


The word intonation (to intone) is used in different 
senses in music. It may refer to 


1. The attack or starting of the first tone of a piece 
of music; also after rests and after breathing; 


2. Singing correctly and in tune with one or more 
voices, or with instrumental accompaniment; 


. 3. The leading-off of a piece — in plain chant the 
intonation by the cantor (chanter) of the Versicles, Anti- 
phons, Psalms, etc. 


Remark on 1. To intone correctly is to attack the first 
tone of a piece or passage (or after a rest or after breathing) 
exactly at the pitch intended, neither too high nor too low 
and without slurring from one note to another. Ordinarily, 
the intonation is begun mezzoforte unless otherwise indicated 
by signs or by the director. Even when the intonation is 
forte, it should not be a sudden burst of sound; such tones 
will not only be unmusical, but also out of tune. In fugues, 
imitations, and other accented passages the intonation should 
be somewhat louder, yet not without consideration for the 
accompanying voices or instruments. 


Remark on 2. Intonation also signifies to sing at the 
proper pitch, in harmony or in tune with the other parts 
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without falling below or rising above the original tone (singing 
flat or too sharp). To avoid this fault the singer must listen 
to the other voices or to the accompaniment. 

In homophonic compositions (Introduction, III.) all sub- 
meat voices should endeavor to attain the same degree 
of loudness; they should blend with the leading voice which 
must ogee be recognizable and surpass the others somewhat 
in, loudness. 

In polyphonic compositions (Introduction, Ill.) every voice 
is at times a leading or principal voice, and hence the degree 
of loudness must be the same for all; if the single voices do 
not begin at the same time, each one, as it takes up its 
part, should predominate as long as the theme or imitation 
lasts; as soon as another voice takes up the theme or imita- 
tion, the other loses its predominance. In polyphonic works 
all the beauties and peculiarities should be well brought out. 

Not every singer can be expected to understand the mani- 
fold varieties of polyphonic forms of music; it is the duty 
of the director to explain these when necessary. Neither is 
the individual singer in a large choir always able to determine 
the proper degree of loudness; this must also be indicated 
by the director. 

Remark on 3. Intonation also requires that the music 
be intoned at the proper pitch, either as indicated by the 
composer or as best adapted to the performers. 

Intoning the chants of the Church is one of the most 
honorable duties devolving upon chanters in church choirs. 
The rules laid down in the following chapters (§ 20, 21, 
and 22) claim their special attention. 


§ 20. Breathing. 

1. The process and method of breathing have already 
been explained in the Introduction (II., 2, a); it may, 
however, not be superfluous to remark that the act of 
inhaling must be accomplished noiselessly, even when the 
time for breathing is very short. The time needed for 
breathing must always be taken from the preceding, never 
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from the following note, so that the intonation or attack 
may be marked by promptness and decision; still the 
preceding note should not lose more of its value than 
necessary. Unless required by a special accent the note 
after breathing should be no louder than the preced- 
ing one. 


2. The place where breath is to be taken can not be 
determined for all cases; it must partly be left to the 
judgement and discretion of the singer. Generally speaking, 
however, the musical structure of the motives, phrases, 
and periods will be the safest guide. Due attention must 
also be given to the construction of the text so as not 
to divide words that belong together. Hence it is ad- 
visable to breathe where punctuation marks are given, 
at rests, at the beginning and at the close of a passage 
or melody, and before several sustained notes which have 
to be executed with a moderate crescendo and decrescendo. 
Breath should never be taken between syllables of one 
word, neither should words that belong together be sepa- 
rated, e. g., the article and substantive or the adjective and 
noun. Sometimes it may be necessary to take breath 
after unaccented words, especially when they are to be 
sung to a long note and piano, or when the following 
word requires it: 


i 


ig Lbs 
161. & ieee S SS So 
SS 
Et in- car - na - tus” est de 
ee Sa 
——— 
= Spl rieetu San - cto 


As a rule, it is not desirable to take breath before 
the heavy beats in the bars, but before the light and un- 
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accented beats, e. g., in */, time after the first or before 
the fourth crotchet, as may best suit text and melody. 


Remark. In plain chant and in polyphonic compositions 
based on the same the breathing places are arranged according 
to the structure of the phrases, sections, and periods. 


3. Breath is usually taken before a syncopation, 
whenever the text permits it; also when the note preced- 
ing the syncopation is divided into two notes so that the 
second one is united by a tie to the following unaccented 
note of the same pitch, as indicated in number 176. Breath 
must frequently be taken before the last note of a piece, 
especially if a new word is to be sung and the note is 
to be somewhat sustained or to be rendered crescendo 
and decrescendo. 


§ 21. Pronunciation. 


It is the union of words and tones that brings about 
the full effect of vocal music. Each word must be uttered 
clearly and distinctly, yet so that the tone loses none 
of its pleasing qualities. Every syllable must be pronounc- 
ed distinctly and with the greatest possible purity and 
euphony. 


The vowel-sounds (vowels, double vowels and diph- 
thongs) give resonance to the voice; the proper treatment 
of the consonants produces clearness and distinctness. 


1. In the English language there are five vowels: a, 
e, i, 0, u; and four diphthongs: ei, oi, ou, eu. Vowels 
are the sounding parts of speech and the elements upon 
which the singing-tone must be sustained. The same 
position of the vocal organs should be preserved during 
the whole continuance of a tone; no change or motion 
of the throat, mouth, or tongue is permitted. 


Haller, Vade mecum. i 
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2. The following are the commonly accepted varia- 
tions in the vowel sounds: 


A has four sounds, as found in lay, last, lark, law; | 


E has two common sounds, as in be and bed; 
I has two sounds, as in lie and lid; 

© has three sounds, as in go, rod, shone; 

U has two sounds, as in use and bud; 

Oo has two sounds, as in boot and wood. 


Some vowels borrow the sounds of other vowels; a 
list of these is not within the scope of this work; a 
dictionary will supply the examples. 


The most important vowel sound is that of a as 
heard in father or lark. In sounding this vowel the lower 
jaw is dropped, the tongue lies flat and motionless, the 
teeth are kept so far apart that the thumb can be inserted 
flatwise between them. For the sound a (as in lay or 
day) the jaw is dropped sufficiently to admit the second 
finger between the teeth; the tongue barely touches the 
gums of the lower front teeth. 


For the vowel e (as in be or tree) the slit of the 
lips. is still more contracted so as to admit the tip of the 
second finger, while the tongue touches the upper edge 
of the lower front teeth; the lips assume the position of 
a smile. 


For the vowel o the lips are brought into an oval 
shape, the tongue is in the same position as that for 4 
(in father). 

To pronounce the vowel sound u (as in use or rule), 
the lips are pushed farther forward than in the preceding 
vowel sound and the opening presents a smaller circle. 
This explanation is intended to give a conception of the 
vowel characters and a method of producing pure tones 
for use in vocalization. In order to learn to vocalize, the 
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scale should frequently be practiced on one vowel, espe- 
cially on 4 (as in father) or on a (as in day). Care should be 
taken not to change the tone color throughout the scale. 

3. The diphthongal sounds. may be reduced to four: 

ei, (the same as i) in height or eye; 

oi, as in oil or boy; 

ou, as in thou or now; 

eu, as in dew or new. 

Diphthongs have a double sound which can not be 
sustained on one note. The sustained note must there- 
fore be divided into two parts. As a general rule, the 
tone is sustained on the first vowel element, and the 
entire sound is heard only at the very close: 


162. 


As written: as executed: as written: as executed: 


es ee eee 


© “height, “ha- eeght; oil, aw - il; 
light, 14 - eeght; boy, baw - 1; 


as written: as executed: as written: as executed. 


ee ee ee 
eds TiOt, Thah - 00; dew, dt #1 00; 
now, nah - 00; new, ni - oOo. 


4. While the proper treatment of the vowel develops 
the beauty of the tone, the correct and clear pronunciation 
of consonants promotes distinct articulation. The neglect 
of a careful utterance of the consonants is one of the 
principal causes of indistinctness in the pronunciation 
of words. It is upon the vowels only that the voice 
should dwell; the consonants should be delivered quickly, 
distinctly, and with the greatest possible precision. Nearly 
related consonants (as b and p, d and t) should be 


carefully distinguished. 
1* 


->§ 100 g& 


5. The following are some of the most common faults 
in pronunciation: | 

a) inserting letters that do not belong to the word; 
as, cheeild for child, do wevil for do evil, I yalways for 
I always, they yare for they are, go wout for go out; 


b) joining the last letter of a word with the following 
word; as, a nice house for an ice house, a nox for an 
ox, this sour for this hour, that lasts till night for that 
last still night, and dark angels for and archangels; 


c) dropping final consonants; as, my los’ one ts foun’ 
for my lost one is found, the hear’ bow’ down for the 
heart bow’d down, make lean your heart for make clean 
your heart. 


Remark. The text should always be read aloud and ex- 
plained before it is sung. 


§ 22. Expression. 


_ 1. Expression is the vivid representation of the mean- 
ing, sentiment, and feeling of a musical composition. It 
is the soul of music in general and of song in particular. 


2. The mode of expression is frequently indicated by 
signs or words, but very often — always in the vocal 
compositions of the old masters — it is left to the 
judgement and feeling of the singer or director. In addi- 
tion to the signs used for indicating speed (§ 3) and the 
different degrees of force (§ 18), the following expressions 
are generally used: 


amabile, amoroso, lovingly, tenderly; animoso, spirited: 
agitato, excited, agitated; con brio, with fire; grave, serious; 
dolce, sweetly; legato, smoothly (No. 6); maestoso, majes- 
tic, dignified; marcato, marked, emphatic (No. 4); ri- 
soluto, firm, bold; tenuto, sostenuto, with sustained tone. 


7a ee 
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English words are also frequently employed to~ indicate 
a certain mode of expression. 


3. Dots over notes indicate that the notes are to be 
sung lightly and abruptly (staccato), so that the tones 
‘are distinctly separated, as if there were a pause between 
them. These dots are mostly used in runs and broken 
chords (arpeggio): 


As waittens: 


3. SS a 


via we AWey el a ig) JE Bey ee By Jeb 


As executed: 


Pagan aa toeee Aer aa UlAealdaeuared -oa, "a la. 


4. The signs 4, +7 + or >» (marcato, martellato, 
sf, etc.) indicate a heavy accent suddenly diminishing in 
force without diminishing in length. The accent must 
never be exaggerated and must correspond to the general 
expression of a phrase, so that an accented note in a quiet 
(piano) passage receives a lighter accent than in a loud 
(forte) one: 


164. be= = Saas areas 


rate laa laerlaeelal 


Se et Sot 


a 
bet 

| 
xX 
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From the Oratorio Bas by Mendelsohn (1809—1847). 


ee ee => 


165. @E = arte ties, —— See 7a 


Like a ham - mer, like a hans mer, a 


ee 


ham - mer, that cru-shes the rocks. 


5. The portamento, generally indicated by — or ==, 
consists in the smooth connection of two or more tones; 
after intoning the first note the voice glides lightly over 
the intervening tone or tones to the proper pitch of the 
next note. When the direction of the portamento is up- 
wards it must be rendered crescendo, when downwards, 
decrescendo. This manner of singing is well adapted to 
solo singing, especially to express deep emotion, though 
it must always be used with discretion and without ex- 
aggeration. Special care must be taken to breathe at the 
proper time. It would, however, be a mistake to antici- 
pate the second note as though it were a grace note 
(appoggiatura); therefore do not sing thus: 


In practicing the portamento the different intervals 
and vowels may be used: 


6 fe 
ee je SE Fades a 
a—____.__, (as a 
€_______., te = OSs 


ideal 


> § 103 a 


= 


=a je 00-80“, 13 -~1a?-—-C0; 
Para ~ 
ee ee 
5 = as = = 
fa mi tismdd, rili—-Trée— do; 


6. Legato or ligato indicates a smooth, connected 
style of singing, blending the sound of one note with 
that of the next without interruption; it is the opposite 
of staccato where the various tones are separated. Le- 
gato is the ordinary method of binding the tones. 


7. The compositions of the old masters have no 
signs of expression; they are left, as mentioned above 
(No. 2), to the discretion of the director or singer. There 
are, however, many passages concerning which there 
can be no doubt, e. g., groups of notes ascending are sung 
crescendo; descending groups, decrescendo. When a 
number of notes are to be sung on one syllable they 
must be sung legato: 


From Missa “Brevis” eee Palestrina. 


07. (FEES ae ete eat 


Kyc- rie=e - let son. 
rt 
168. GeO pasts := == Zee 
Chrite ae ste - 


b= ae =E 


o = = son. 
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From the Mass: Dies sanctificatus by Palestrina. 
mf SS OE a BERET OT 2 sean 
169. GS ea 
Chri >a -saeacte™ -c - - lei - 
SS SS 
= fa 1 Nee 
[= 
- - son. 


It frequently happens that ascending groups of notes 
must be sung decrescendo and end in a p or pp, espe- 
cially if on the final (unaccented) syllable of a word, the 
melody is continued, or if at the same time other parts 
take up the principal theme: 


From the Mass: Assumpta est by Palestrina. Proske, Sel. nov. 


mf SSS ee ———— 
ees . 
170 : tr, a ——— a =e —— = 
a vw 
Rye fee Cea Cli O le eee yeaa elCe 


From the Mass: O quam gloriosum by Vittoria. Proske, Sel. nov. 
mf ee 


“8 = = { qaaOK : 
171. ax Sa Spe ESE: Ay 


mi-se -re-re no biSae. - eee 


8. All these different degrees of loudness may be 
employed with good effect even by large choirs; the char- 
acter of the composition, however, must always receive 
due consideration. In homophonic passages, when all 
the voices sing the same words at the same time, no 
voice and no singer (except the leading voice to a certain 
extent) should predominate. (See § 19, Remark on 2). 


3 105 & 


The following is from Vittoria’s Missa “Quarfti toni’. 
The marks of expression hold good for all the voices: ~ 


172. 
Cantus. _ 2 = : a fe — 
ie (CH Sse ee] 

See te 


Tenor. = eae === = 


Bassus, 
*, Et in-car - na-tus est de Spi-ri- 


0 


tu San - cto ex Ma - ri-a_ Vir-gi - ne 
pp riten. —— nf = 
ee =e 
ae = ee 1 = ‘EE = 
1 SS eS 
et ho-mo fa - cts ~_ est. 


Remark. In the preceding number the tempo should be 
taken somewhat slow (larghetto), in modern % time (hence 


o = fh); at the crescendo-sign the speed may be gradually 
increased; at the decrescendo, decreased. 


9. The last note before a rest is generally to be 
rendered decrescendo; the tone should decrease more or 
less quickly according to the length of the note. 


10. In the compositions of the old masters and in 
modern compositions written according to the same prin- 
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ciples, syncopated notes (§ 2, 7) occur very frequently. They 
always commence on an unaccented part of a measure 
and continue on the accented part. The syncopated note 
always receives the accent; the accented beat (down-beat) 
loses its accent. 

The accent of a syncopated note is equal to a sfor- 
zando (sf) or rinforzando (rf) (§ 18, 22); a syncopation is 
always sung decrescendo, the gradual decrease depending 
partly on the tempo and length of the note, partly on its 
relation to other dynamic signs: 


173. From the Motett: Dum complerentur by Palestrina. 
Cane Al =~ le-li-Jae. <5 ,. alate - lu - ja. 
— 


Ale e- (i= 1a teeta ral lee it - ja 
Al - le-lu-ja “ise 
pre | 
Ten. I ~stiset li. ia 


ee 


Ten. Il. Al - le - lu-ja. 


From the Mass: Iste Confessor by Palestrina. 


1, (Saber Se 


glo-ri - CUS aoe te eae O- 


SS el 


san-na in ex - - cel sis. 


A shortened form of syncopation arises when the 
second part of an unaccented beat is joined to the next 
accented beat: 


—-~§ 107 eK 
From Missa == SR, by Gabrieli. ~ 


175. eee == Sees oes 


Fi-liumDe - i u-ni-ge- -  ni-tum. 


A syncopated note is often interrupted and embel- 
lished by additional notes. The following examples will 
show how such passages are to be performed: 


Embellished syncopations: 


cal ei el rc 
176. 6S ==: ieee = = 
= a aoe SiS = See = =e 


— 


With interrupted resolution: 


A So eee - aed - men 


Graceful and singable embellishments in resolving 
the syncopation, like the following, are very frequent at 
the close of a composition: 


ae SS eS 
di-gna - tus est. Al-le-lu - ja. 


The note on an unaccented beat also frequently re- 
ceives the accent when the corresponding word or syl- 


pESCeeD aio. 
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lable requires it, or when the following short syllable 
occurs.on an accented beat, as shown in the following 
examples: 


Palestrina. 
: = 
m pease syed 
: ae Ome encticn my —e 
180. te SS —=[ 


Fi-li-um De-i- u - ni- ge-ni - tum. 


11. The final note may at the discretion of 
the director (or singer) be sung decrescendo, or crescen- 
do and decrescendo — =>; it is always a prolonged 


mores (=); 


12. Passages and entire compositions low in pitch 
are nearly always sung piano; the force of the accent 
must correspond to the degree of loudness. In general, 
all exaggerations must be avoided. 


13. In quick and light movements the syllables 
should be lightly attacked in the marcato or martellato 
style (No. 4), more stress being given to the accented 
Svilables, ene. 


i] 


w. QS Shs 


@ mags 


Let ev-ry spi-ritgive O-sanna.  Al-le-lu - ja. 


14. When one voice sings a cantus firmus (a principal 
melody surrounded and embellished by melodies in other 
voices), it should predominate somewhat in loudness. 
(§ 19. Remark on 2), 


reo ‘* 
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15. In church music (psalms, etc.) many~syllables 
are often written under one long note = or mum; these 
are to be recited (chanted) on one tone with correct ac- 
centuation and smooth declamation, neither too fast nor 
too slow, varying somewhat according to the feast, place, 
and text: 


182. As written: 
= 


Domine, ad adjuvandum me fe-sti - na. 


As executed: 


ee 


Do-mi-ne, ad ad-ju-van-dum me fe- sti - na. 


When the chant is sung in parts (harmony) no one 
voice should predominate in tone-force; the lights and 
shades (dynamics) and other variations with soli voices, 
half choir, etc., are to be executed in a uniform manner 
by all the voices. An example of a Falsobordone by 
Caesar de Zachariis (in Mode I., transposed) follows: 


et sem- 
Cantus. aS == fate = 
Altus. ( = }- ——— ~— —s = = == == 


Sicut erat in prin-ci-pi-o et nunc et sem- 


Bassus. 


3 pen -o-- = 
Tenor. a Sess ee = = = = : 
| 


Sicut erat in prin-ci-pi-o et nunc et sem- 
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a 


per: et in secula secu -lo- rum. a men. 


= ==. =e 


per: et in secula secu-lo-rum. A - 


§ 23. Embellishments (Grace Notes). 

1. There are various forms of embellishments, espe- 
cially in solo-singing; only the principal ones will be 
mentioned here. 

Embellishments indicated by notes are the long and 
short appoggiatura. The short appoggiatura, whose small 
notes are usually crossed by an oblique line, consists of 
one or more notes. They are very short and take whatever 
time they need from the preceding note or according 
to other authors from the aie note: 


ee ey 


The long appoggiatura, indicated by small notes, bor- 
rows half of the value of the principal note which it 
precedes. When the principal note contains three parts 
the appoggiatura takes two-thirds of its value: 


185. 


As written: Pier Bache 
i . 
eee ay 
| — cour - age e-ven un - to death. 
As executed: = 
eS SS Sy 


e 


Assi pea 


ong 111 


-+———)-]] is executed 1 a 
186. Gee er 
When a grace note follows an essential tone it is 
called an after-tone; it takes its time from the preceding 


tone and is generally connected with it by a tie to dis- 
tinguish it from the appoggiatura: 


As written: 

CaN (aN en aS teeta 
Sie Se == 
——eo é 

as ania laa =e lala Bin By Ble 


187. 


As executed: 
renee 
= as 


aaa Besa SS 


IL) oe 1} hea Tee Jel faniaeelas 


2. Embellishments that are indicated by certain signs 
are: the Shake, Turn (Mordent), and Trill. 

The shake is generally indicated by a sign » but 
sometimes also by notes: 


188. 


As written: 
é @ = ior carpet Coser one a oe NG —— 
As executed: 


7 AT WAT Mae Te BaP — oe: 
Seed 


The turn is produced by adding to the principal tone 
an upper and a lower grace note. When not written in 
full it is indicated by this sign #. A sharp or flat over 
the sign refers to the upper grace note; below the sign, 
to the lower grace note: 
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189. 


As written: 


JSS as 


A re ecuted Tks As ee 
ferris 


The ¢rill consists of two tones lying closely together 
(a tone or a semitone) which are made to alternate as 
rapidly as possible. The lower tone of the trill is al- 
ways the principal tone; the close of the trill is formed 
by the note below followed by the principal tone. The trill 
is indicated a iT ---: 


As executed: 


190. (memeaaaSETESzE * BEETzEe [ 


- To sing the trill well, exercises like the following 
must be constantly practiced: 


1. SSS eee azarae 
= OO SSS 0 Eee 


Cs : — : : 


(a ean an eel 


§ 24. Transposition. 


Transposition is the changing of a piece of music 
from one key to another without changing the character 
of the melody. If, for instance, a piece of music is written 
in the key of C and we sing it in the key of G, it is 
said to be transposed. 
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By means of the different clefs any step in the scale 
may receive the name of any other note, though the notes 
may belong to different octaves: 


$=) b= === 


b g e 


By means of the clefs and the sharps and flats any 
melody may be transposed to a suitable pitch for any 
voice without changing a note: 


192. 
Soprano. Soprano. 
tet aH 
eS ae a 3 a | 
A minor. F#-(F)-minor. 
Mezzo-Soprano. Alto. 
Pee ieee bs eee 
D (D#)-minor. B ‘aby -minor. 
Tenor. Baritone. 
=e 
Ue eee eee 
eri ax 4) minor. E minor. 
Bass. 


2 pee 


C (C#)-minor. 


Here the same melody, keeping the same position on 
the staff, is changed to a pitch suitable for each voice (§ 5). 


Remark. The polyphonic compositions of the old masters 
are often transposed a second or a third higher for the sake 
of convenience and to obtain a better effect. Since they are 

Haller, Vade mecum. 8 
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usually written in diatonic intervals it is not difficult to trans- 
pose them to a convenient pitch. 


The following example from Palestrina’s Mass “Iste Con- 
fessor”? shows this method of transposition a minor third 
higher: 


coeesee i? ae) dat sear eee care Serer a omens ae ne aaa 

Cantus. micro srie= 7 |= 4S — 

Et in ter-ra pax ho-mi-ni-bus, 

ans (Big =e eee 
c ae a E = = ae 

Et in ter-ra pax ho - - ni-bus, meee 


- Tenor. falta Hisib ip —— Sis =2s-3 S = 


Et in ter-ra pax ho - mi-ni-bus, 


Bassus. eae eee == [s=2=s == pple sess 


Et in ter-ra pax ho - mi-ni-bus,etc. 


> 


It need hardly be mentioned that accidental sharps 
and flats (§ 11, 2) retain their force also in transpositions; 
an accidental sharp before a note lowered by a flat is 
equal to a natural; and an accidental flat before a note 
raised by a sharp is also equal to a natural. 


7er ee CO :t~=“‘ia 


Cerne 


Appendix. 


1. God Is My Song. 


a= SS = Se eee 


God is my song! He is the God of pow-er; 


ig es ES a ee ETE 
Jee eee 


great is his name andgreatare all his works, and 


as a 


-S- 
all the hea-vens his. do - main. 


2. Praise ye the Lord. 


4 et: sh a 4 | 
(Jes SoS Se eseeeees 


Praise ye the Lord, for he is might - y, and 


J 5 ee ee or 
So eee see ee 
of his good-ness there is no end, and of his 


SS | 
good-ness there is no end. 


8* 
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ee: ee EEN as ah 


1 Soft - | ly, . gent - _ break- ing, — it morn’s first 
2. Then a_ peace-ful  still-ness Fills the soul a- 
3: Hetwho. me. cre. at=--eds Gave ine — life Sard 


i= Si ee ee 


in = cay, And with smiles the  sun- shine 
2. gain, Heal - ing all its sor - row, 
3. breath, Lov - ing - ly shall guide me 


ot Sia Sa : 
ee 
| monn Wc) prorat oy hymen gl mmeg (S2 O ER 

24> 00th ings alleeits pain: 


3. Through. the gates . of death. 


(The Coda, No. 136.) 


4, Merrily Sing. 


Gea Bas = aoe es aoe = 


“lj 
_ 
te lin:- Sete ip pass-ing hours, ~ fae is on the 


Eee | ws 
SSS SSS 
mes ee Ele Seca So Se : 

ars at Lb f= 
wing, Sip ho-ney from the flow-ers, And mer - ri- ly, 


CSS FSS 
; mee a 


o 

4 

Y | — | | | 

mer-ri-ly sing. All fol-ly ends in sad-ness, For 


= ee 
ee Sear ee a ee 


~Tee! | 


Cy 


trou- ble it ail ie But wis-dom leads to 


glad- ness, So mer-ri - ly, mer-ri - ly sing. 

Store not your minds with 
fable, 

To truth your homage bring, 


2. Repine not if from labor 
Your health and comfort 


spring, 
Work hard and help your Do all the good you’re able, 
neighbor, And merrily, merrily sing.. 
And merrily, merrily sing. (The Coda, No. 136.) 


5. Trust In God. 


Allegro maestoso. 


; 
3 as anaes eae ea 6a = 
SS, 

1. There’s noth - ing bright, a - bove, be- low, From 


2. There’s noth- ing dark, be - low, a- bove, But 
3. The light, the dark, where ’er I look, shall 


Se 


fs 
( mae 


a 
1. flow’rs that bloom to stars that glow, But 
Fake oR its gloom I trace thy love, And 


De one pure and shin- ing book, Where 


———— ee 


ieee 1) its light my soul can see Some 


2. meek - ly wait the mo - ment when = Thy 
3. I may read, in words’ of _ flame, The 
ae ee os ys} — 
, ee ee 


4, fea- tures of the De.-- i - “ty, 


2. touch shall make all bright a - gain. 


3. glo - ries of thy won-drous name. 
Moore. 


—§ 118 o&& 
6. Providence. 
ae a se 
ne es — a 
Ss 
| 


1. Thy prov-i-dence al - migh-ty, By suc-cor oi - 


days, Lord of love! Oh, whocould fail to love 


f id N 
piesa tees ola 
a , f —_ 

Seat ? Pao 
Him, who send-eth gifts like these! Or who re-fuse sub- | 


~~ 
a 3 | a oe ee ee = 
= a | a: = | = | — ==] area 
. ae BO c f = 2 
mis-sion To all his wise de - crees! 


2. O Wisdom deep and search- | With purpose strong and 


ing, steady, 
That watcheth ev’ry hour, . Rulethou both sea andshore, 
The stars that roll above us And let thy mercy guard us, 
And the frail, humble flower. Till time shall be no more. 


(The Coda, No. 12.) 


a 
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7. Blue-Bird. -_~ 
F a (Serna sanare Eee masa CS 
SS == Sa == 


1. Blue-bird, joy - ous blue-bird, Car-ol- ing so 


i SSS "25 SSS = 
ea 


2 
i= 
clear! Tell me where you’ve wan-dered All the 
_ 
a 
fo : i = Pea 
es + => is @ a a 
le Cy eal y be | 
win - ter drear. “Un - der skies the  fair-est, 
| Soa ee 
———— = ae = 
fone ok = i aaa anaes 


*Mid sweet bloom the rar-est, Flash’d my wing, 


i : ra ois aes = 
SSE 


| Yo 


till the spring Soft-ly called me_ here.” 
2. Blue-bird, gentle blue-bird, | 3. Blue-bird, gentle blue-bird, 


Did you long for home, Feared you any ill, 

When your flight grew Though the nightfall met 
weary, you, 

Over mount and foam? Glooming vale and hill? 

“Oft I sang with sadness “Ah, the Master serving, 

Of the nest where gladness With a trust unswerving, 

Fill’d my song, all day long; Where he led, on I sped, 

Fondly back I roam.” For he careth still.” 


(The Coda No. 118.) 
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8. Come, Lovely May. 
Mozart. 


ee SS SS 


. Come, love-ly May, with ver-dure The for-est deck a- 


SS SSS ee 


new, And give us by the brook-let The fra-grant- vi-o-let 


SS 3 SSeS == ate a 


blue. How glad - a 


=== ie = ae 


=a 
é 


nod -ding flow’rs. Then, love-ly May, we’ll wan-der Thro’ 
2. Yet many sports and plea- | 3.But when the birds are 


will we wel-come The pret - ty 


i ee 
sures 


long and hap - py hours. 
Come with the winter days; 
We love the snow, the 
skating, 
Oureveninggamesand plays. 
With cards we’ll build gay 
houses, 
Have blind-man’s buff and 
pawns, 
And on our sleds go coasting 
Across the frozen lawns. 


singing, 
And we, too, dance and sing, 
When buds and flowers are 
Springing, 
That’s quite another thing. 
Then come, dear May, and 
bring us, 
Fresh roses red and white, 
With nightingales and cuc- 
koos, 
And sunshine warm and 
bright. 


Vie. 7 ss 
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9. The Cuckoo. - > 
Jacob Blied. 


SSS SS 


1. The cuc-koo now is call - = And bids us all re-.. 


aS SSS 


rg = sound of com-ing sum-mer Is alate 


Bear ess EE EES el 
~ 


in his ee Cuc-koo! Cuc-koo! Cuc- koo! 


2. Green fields and glowing sunshine, 
His welcome music brings; 
So gladly will we greet him, 
As cheerfully he sings. 
Cuckoo! Cuckoo! Cuckoo! 


(Supp. Music, No. 30.) 


10. Hymn of Praise. 


SSS 


; With all my powers of heart and _— tongue, 


ree eo = es = 


Pll praise my Ma - ker in oe song; ie 


—— 


gels shall hear the note I _ raise, Ap-prove the 


song, and join the praise. 


2. Pll sing thy truth and mercy, Lord! 
Pll sing the wonders of thy word; 
Not all thy works and names below 
So much thy power and glory show. 


(The Coda, No. 118.) 


11. Music Everywhere. 
C. E. Whiting. 


je == SE 
Spero =P | 
| $ 

1. Mu-sic in the  val-ley, Mu-sic on ee hill, 


r) 4 3 = sa Sa =Ssooeeere 
SSE SS FS ee 


a 


| | | Y | 
Mu - sic in the wood-land, Mu-sic in the rill; 
SS = 
BeSeecee me = 
= 


| 
Mu-sic on the moun - tain, Mu-sic in the — air, 


: Aes | ™ rit. . : 
eae eS eee 


hese in our true heart, Mu-sic ev’ - ry - where. 


a | 


' ryertan 
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2. Music by the fire-side, | Music in our sorrow, 
Music in the hall, Music in our care, 


Music in the school-room, Music in our gladness, 
Music for us all; _ Music ev’rywhere. 


(Supp. Music, No. 30.) 


12. The Glory of God. 


Let us now sing of the Glo-ry of God! Hal-le- 


aS Sa ae 
= ‘at y St 
| lu- -jah, Hal - le - lu- jah, Hal- f -lu - ie Let us 
S 
sas aaeee 


ina aaieccomee id 
now sing a the Glo-ry of God! Hal-le-lu-jah, Hal - le- 


| 


gear Sa 


Ep y i i - fr 
lu - jah, Pale ie nt - jah. Let. us now sing ofthe 
eae 4 
ee eee eee: 
—— ; ae i ae 


nee of God! Hal-le-lu- jah, Hal-le - lu-jah, Hal-le- 


aaa —————— 


ze 


e 
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13. Hallelujah. 


pee 


1 —— 
Hal- le-lu - jah, Hal - le -° lu - jah, Hal-le- 


. Saas a= == =e 


Hal-le - lu - jah = 


=e ee 
lu-jah, Halle - lu-jah, Hal-le - lu-jah... 
— BS eee | y—— es eee == ee 
eae a 
+ + = 
Halle - lu-jah, Hal-le - lu-jah,Hal-le -  lu- 


ee 


feeb alew-s les s9 lata eeean rae Hal e~ lez= lus jah. 

[ea Coreen Ea aac wate Wat oe na cee“ es 
Sa Se ee 

jah te, hae lean sewial - Hal-le - lu- 


é = Se ———— 


E 
Hal - le - lu - jah. 


| 
é ee 


3 
jah ..., Hal-le-lu - jah, 


"©? 
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14. Praise the Lord. 39 = 


Alla cappella. 
=== ee 
igor a Sees eee ca 


mf O praise the Bess all ye na-tions praise him. 


SS 


mf O praise the Lord, all ye na-tions praise him. 


ere Oe 


_—— SSeS 


O praise the eet all ye na-tions praise him, 


O praise the Lord, all ye na-tions praise him, 


=e eee ee 


all ye na-tions praise him, all ye na-tions 


_—— 


all ye na-tions praise him, 


= —— =e 
——— | 
eee 


[——== 
praise him, praise his ho - ly name. 
= =e 
— === 2: eee. ee = = = 4] 


all ye na-tions praise : ; his name. 
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15. Let the Smiles of Youth. 
Moderato. 


1. Let .thesmiles of youth ap- pear-ing, Let the: 
2. Cheer-ful sing-ing, live - ly mea-sure, Cheer - ful 


=_—=-= 2S 
gS SS Se 


: 1. smiles of youth ap -pear-ing, Let the rays z 


sing - ing, live - ly mea-sure, Voi-ces ring-ing, 


4 == Se eee 

—— =——— 
I Let the rays of 

2. Voi-ces ring-ing, 


tt Hea aa : <n 
rereeeees 


im | : | 
1. beau- ty cheer-ing, Let the rays of beau - ty 


2. joy and plea-sure, Voi-ces ring- ing, joy and 


SS SS 


Ca en a Leer 
1. beau -ty cheer-ing, Let the rays s ea - . 
joy and plea-sure, Voi-ces ne joy and 


2 
ie ee ee 
pect | 
1. cheer-ing, Drive the gloom - care a - way, 
2. plea-sure, Length-en. out the hap- py day, 


ts — 
= = a —— 25 


e 


—hee 


ew 


ile ae ing, Drive the gloom of care a - way, 
2. plea-sure, Length-en out the hap-py day, 


1. Drive the gloom of care a - way. 
2.Length-en out the hap - py. day. 


ry — <s vw 
1. Drive the gloom of care a - way. 
2. Length-en out the hap - py day. 
(The Coda, No. 118.) 


16. Great Is Our Lord. 


b Solemnly. ae = = 
a ae —— 
a Seer = es = = reeeerey 

Great is our Lord and great is hispower, great is his 


a 


Great is our Lord and great is-his 


| 


_— p+ Ss - el sce ae 
ee 


pl es 
power, Hal - le-lu - jah, MHal-le-lu - jah, Hal-le-lu- 
[SS a a oo : 

@ pS ts ar cae eee eee oe ei 


power, great is his power, Hal-le-lu - jah, Hal-le-lu- 


SSS 


jah, Hal - le-lu - jah. 
aS SS 


| 
jah, Hal-le - lu - jah. 


a 
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17. Praise to the Lord. 


Allegro moderato. 
(a= Se Sa = = 


Let ev’-ry spi- 2h oe give, let ev’-ry spi- a se 


Cerney - Spi- itt give, 


praiseto the Lord, ev’-ry spi-rit give praise, ev’-ry 


4 SSS SS See 


let ev’-ry spi-ritgive  praiseto the Lord, ev’-ry 


e. a ee 
girs SSS eee 
spi-rit give praise, give praise to the Lord. A - 


SS SS 


spi-rit give praise, give praise to the Lord. 


- - men, A - - & 
= a 
we Se 


« were 
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eFen. A = -manen, Amen, Ay. Sa ee 
Se Eere su ese reerip eS ieeres cee oe 
men, A =. men, Amen As o-) ) -inen, 
SSS 
- men, A - - - : 
= Seis “Saas See ==s= eee FSSsS Sera SSS 
men, A - men PCOLIaT 
a SS 
men, A - men, A-men, A 
fe Srl 
men, A - men, A-men, loc 


18. Hunter’s Song. 
de 

I. Nah +s 
it. (=I Py Ee Sess eS ee: 
Ceeael hag ioe a ert 
ib “of joy - ful song, with trum - petsound, With 
2. Whennow a-mid the _ for- est trees, And 

mf ' 
ME ier a 
1. With joy - fal song, with pete pcesouiin 


2. Whennow a-mid the for--est trees, And 
Haller, Vade mecum. 9 


1. ju - bi-lant hal-loo, Thus o’er the val - ley 
2. o’er the hills and plains, The swift-ly fly - ing 


1. ju - bi-lant hal - loo, Thus o’er the val - ley 
2. o'er the hills and plains, The swift-ly fly - ing 


igo 
2. aims . 


a= =e ae eet 


: ae the mound The hap- py hunters go, ie The 
3 game he sees, Hestands a-lert and aims, halloo, He 


bss SSS 


. and themound The hap - py hunters go, halloo, The 
: game he sees, Hestands a-lert and aims, halloo, He 


bite es Spee eh 


1. hap - a hunters go, hal-loo, hal-loo, halloo, hal- 
2. stands a-lertand aims, hal-loo, hur-rah, tra-ra, hal- 


ie 
Sesto = aL mel eel teed a at Ne NR TE | 

oa= >a — fv Se et eee 

1, hap - py hunters go, hal-loo, hal-loo, halloo, hal- 


2. stands a-lertand aims, hal-loo, hur-rah, tra-ra,  hal- 


rege 


8 


ee 


; ae halloo, When in the for-est chas- -ing deer, hal- 
Ze loo, halloo, When in the for-est chas-ing deer, hal- 


ip 
ae —- = SS a es 


loo, SE When in the for-est chas-ing deer, hal- 
: loo, halloo, When in the for-est chas-ing deer, hal- 


\ 
er eos ie sersrst= ==" 
ae 
. loo, halloo, ge oe halloo, their hearts are full of 
3 loo, hurrah, tra-ra, halloo, His heart is full of 


eoaee Ea ae ES eee 


. loo, halloo, hal- o halloo, their hearts are full of 
5 loo, hurrah, tra-ra, halloo, His heart is full of 


petal titic 


y) 
. cheer, their hearts are full of cheer, 
; cheer, his heart is full of cheer. 


== = Sac e ae 5 —— ee =f 


1. cheer, hal-loo, their hearts are full of cheer: 


2. cheer, hal-loo, his heart is full of cheer. 
Q* 
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19. Great Is The Lord. 
Allegro moderato. ——==—_ pee ae 
a ees ete “iy mn oe eee 
== 
P Great is the Lord and great his pow | ~ 2-4 


iS eee es 


Great is the Lord 


pte exces Z 
oe —— = eae ae 


Great is the Lord and great his 


er, and of his wis - - dom there is no 


ee 


and of his wis - - dom there is no 


———_— ee 


pow - - er, and of his wis - dom there 


=e 


Gr SSS Seo eee 


num - - - ber, oe is the Lord and great his 


Pb a 4 ee 
SS 
ey 


num - - - ber, great is the Lord and great his 


: = 
Se eemeae = es Sse 


is nonum - ber, great is the Lord and great his 


ee ee Aree 


pow - er, sing to his name, for 


Ges = sere eeeue ee 


pow - er,sing to his name,for it is sweet, sing 


op fee ee eee 
Pass ees 


pow-er, sing to his name,for it is sweet, sing 


f= ae ee — = == 


is sweet, for it 


eee 


to his name,for it is sweet, for it is sweet, 
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20. Bells of Eve. 


CG Hrculzers 
Andante. | 


bits Tie Fae on 


Bells ape eve, = mu - sic  blend- ing, 


ee 


ae erred alte ee ae 
G25 eae 


Bid the ham - let seek re-pose, Wea- ry 


a al 


ee Se jamie nese, 
Sa 7h Pa-sora es 


rus-tics home-ward one ree in hap - py 


— SSS to =e == =e 


— 
Seer ee a 
& So lz z ——= 


dreams their woes. Sweet-ly can de sleep whose 


e = z Sel Se AES —s =| 


-o* ct st 


o5 
J porae 


>§ 135 a& 


ees 


spi-rit O- ver-flows with hon-est me- rit, Till they 


SS 


| 
Te a geass eae = = = 
sat thea! Seay sa ana as Baa aes 
os al ea, sa ase 
hear the voice of morn, Till they hear the voice of 


———— a 
= 


pea Wer Ne | iit ) ‘ Nw 
C= = ey = a ee 
morn, And the Al-pine hun -ter’s horn, Sweet-ly 


Set 


| | | | ia) nN 
—____—_—____=} o — —— Z 
ee 
_————— 5 ee $ i IE : 
horn, And the AI- pine hun-ter’s horn. 
6 ; = 4 = = = = | = |F = 


(Supp. Music, No. 26.) 
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Sain May-Song. 


p Sere way s the oaniens com- _pan-ions ions a- ages y, where 


eee ee! 


blos-soms are bright in the bloom-ing i May; Soft 


a tempo 


SS ee 


bloom and rich o- dors in ae ty u- nite 


eee ee eee 


woo the glad spi-rit to dreams of de-light, Re- 


= SS So 


fresh’d by their charms with un-wea-ry-ing feet The 


fs eee 


sum-mons of du - ty weglad-ly will meet. 
Anon. 


22. God Is Everywhere. 


eh 


SS 
=] SSeS 


On moun-tains and in val-leys, Where ’er we 


atone ie 


; i aS are - 


Sees See 


go is God; ee: cot- tage and the pa-lace A- 


=e 


like are his a- bode. A-bove me and _  be- 


side me My God is ev - er near, SE To watch, pro- 


a 


tect, and guide me, What-ev - er ills ap-pear. Though 


SS 


o - ther friends may fail me In sor- row’s 


SS 


dark a- bode, Though death it - self as-sail me, 


ritard. 3 
oS Si2e= = 


I’m ev - er safe with God. 


(Hanson.) 


23. To-day and To-morrow. 
’ Beethoven. 


SSS ek 


1. A rose-bud blos-som’d in my bow’r, A bird sang 
2. I asked the bird, “O didstthou hear The song that 
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ae ee ee 


1. in my gar-den; The rose-bud was its fair - est 
2. she would sing thee? And can it be that thou wouldst 


mp —= 
ee er ee 
ot eg cere ee asa 

1. flow’r, The bird its gent-lest war-den; And achild be- 
2. fear What the nextmornmaybring thee?” He = an-swer’d 


ene ee ee ea eee 


1. side the lin- den - tree Sang ‘Think no more of 
2. with tri - um-phantstrainAnd said, “I know not 


= —= 
So eee ee 

Gos ee == ae 
. sor-row, But let us smile and sing to-day, For 
; sor-row, But I must sing my best to-day, For 


1. we must weep to - mor-row” 
Poe may die to - mor -row”. 


24. Evening Prayer. 
Adagio non troppo. = 
= a : bs | 
as ee eee = + 
os : a —— e 
mo i? Sap Eats =F y 
Wea - ry now 1 “seeks re = poses And ainy, 
If I did ought wrong this day Par - don 
All that are most dear to me Tos eEhy 
So - lace send to hearts op-pressed, Weep-ing 


He OOS 


1. heav - y eye jids “Close; Fa -ther~ “let” Thy, 
2 me, dear God, 1 \pray;— Je ->sus’ <blood-and 
3. care en - trust- ed be; Great and small pro- 
4. eyes with sleep be blessed; Let the moon with 


fe | | | 
1. kind eyes keep Watch  o’er me the 
2. Thy sweet grace Ey... fy. Cr -a vil 
3. tect from ~ harm Shel-s==_ter all with 
4. gen.- fle light Guard the sleep - ing 


1 | sleep. 
2. shall ef - face. 
3. sloy = Migs arm. 
4 world this night. 
(Louise Hensel.) 


(Translated by M. J. L.) 


25. Wanderer’s Evening Song. 


Arranged from Kuhlau. 
Larghetto. p ee 


a ee ee 


O’er all hill-topsis qui-et 


i i aa ana 
(es 


O’er all hill-tops is qui-et Howe =< ~ * (qut-et 
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tard. o | 
———— a 22 = 


now; In all tree-tops hear-est thou hard-ly a 


= 


now; In_ all tree-tops hear-est thou hard-ly a 


~ mf a tempo 


genalogy nee 


——# aaa @, = = ae ee aa 
breath; The birds are a- sleep in the trees. 
a tempo 
= = ee ee ee 
e/ 
erent The birds are a- 


2S 
a ieee 25S 
ae thou, Wait thou, Sonal 


NETO 


ie a es = a 
(== es SS ES 


sleep in the ee. Wait thou, Wait thou, Soon 


—== 


——= — ace 
—— 


thou too shalt rest, soon thou too shalt FeSIs 


‘ — ee es 
G = =o : : Se = = i 
Se Fa Og ee — a oe Ses 
thou too shalt rest, thou too, thou too shalt rest. 
(Goethe.) 


iS c+ —— 


——e Nee 


Exercises in the C Clef for Soprano and Alto. 


pier) 
Sa eee ae 


= 


P= 


ae 


ors. 


Cantus or Soprano. 


=——- 


== 


o—e— 


Es 


SS = 


| 


i 


| 


a= 


ams 


Sa 


Alomera bh ¢ def ¢ acb cde 


ar 


Altus or 


—- 
—=S 


oa 


<a 
oS 


3S 


ass 


§ 


ee 
S 


= 


ae 


= 


= 


d 


EC 


| 


> 
r 


— 


= 


=== 


== 


b 


— 
i 


(€ 


a 


peotcle sl ete 


Se 
== SS] 


1 
i 


— apt — = 


_—SS Sa 


A, 
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pS Se ee 


2S ee 


iE Sees taaeaee 


5. 


7 


77S eel 
fa 
bP 
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6. Al-le - lu - iz a, “al- les Zin! ia, “al-le- le - lu- 


ee 


Al-le-lu - ia, al - le - lu- 


SS Pe Seo 


ge eee NB Totes eee - le - lu - ia. 
aeeeeeet == 
ia, al-le - - + 


Sa ce 


al-le-lu - ia, al-le-lu-ia, al -le- id= = 


EE ae et gieseaoe 


— le-lu - ia, al-le-lu-ia, al-le - Iu - - ia, 


alae oer + —»—"—,- =N 
SSS SSS el 


ati al= letaliie- ia, al-le - lifter ‘ia. 
ez & » 
— o => 
Tee 
al-le-lu - ia, al-le - lu - - ia. 


tee oe = 
Ah eS Se 
8 Greatis the Lord,greatis the Lord 


i eee eee 


~ Great is the Lord in all his 


, 


in all his power, in all his power, Great 


es ae 


power, in all his power, — all his 
iB is ae Sia ae 


oi’ salmaaa nia ci a 
== 1: 1-1 —— 


peace is the Lord. Al- 


. 


Al-le- lu - ia. 


Se = a= 


9 - ia, al - ee lu-ia, al- 
= : —— 

See ee 

Al - oo al Sielcs fee 
fae 

= aad = 
Se ore ee 

le- lu - ia, al- le- We. RBiCe ASNEES al-le - 

= <= ee al ino ae 

feed eh a2 

- fa, - le-lu - ia, al - le- lu-ia, = 


Haller, can mecum. 10 
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gets S tet ery | 


- lu-ia, al - - lu-ia, al - le - - tu - ia. 


pia eee at 


[eae ia, al-le-lu 
Palestrina. 
f= Di - es san- cti - fi- ca - Fic Mmeician 
st = 
es san - cti- fi-ca - 
= : a 
—_ == =e a2 
lu-xit no - : : a 
SS ee 
tus il lu - xit no - . 
Sas pote eg 
SSS 
2 4 Sabine ee 
en —_— ee Sees ae 
“ ; bis. 
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Additional Exercises. 


c= 


ALPHABETICAL INDEX 
TO ENGLISH SONGS, ETC. 


An angel form (Patience) . 
Awake the harp (“Creation”) 

Be thou faithful. 

Commit thy ways to the Lord 
Days of summer glory 

Do not forget ; 

Down the hillside (Evening) 
Fair Evening comes again . 
From the clouds pours the shower 
Glory to God : : j : 
Glory in the Lord 

Great is the Lord 

Holy is the Lord . 

Honor and glory to God. 

I cannot see thee, gentlest bird . 


isiecel wiescarce know what (Death’s Warning) 


In thee, O God (Trust in the Lord) 

In this wide world (What I Love) 
Learn while you learn (Learn and Play) 
Let ev’ry spirit give praise . 

Little drops (Little Things) 


Lord, praise and thanks (Praise to the Lord) 


Lord) thy glory 


O how sweet it is at evening (Evening Song) 


O nature pure and fair 

Praise God in every song 

Praise ye the Lord 

Sing to the Lord . 

Softly thro’ the twilight (Evening Bells) 
Take my life (All for Thee, ey : 
The wonder of his works 

Upon the blooming meadow 

What there may be (May Be and Must Be) 
What write the waves 5 

Why have the gentiles raged 

Within I often hear (The lost Song) . 


Rounds: Nos: 8, 42, 43, 86, 165, 171, 1 


a 


10, 


wien 


IL Primes and Seconds. 


oe Major. 
1) 


4 == S 


A - ve ma - ris stel - la, a - ve: 


Se 


A - ve ma - ris stel - la, a 


2: G Major. 
(ee 
| po Ve ma-ris__ stel - la, ve. 
(eslelel=| =i) 121 

A - ve ma-ris __ stel- la, a 
ap Honor and Glory to God. 
C Major. 
SSS SSS 
Hon-or and glo-ry to God, hon-or te glo- 


ners wes Gees wane — as cacemeac 
a ee ee 
é = a a > fr ace: = 

Hon-or and glo-ry _ to God, hon-or and glo- 


1) Vade mecum, § 21: Vowel a. 7) Dwell on the vowel e. 
§ 21, 4. *) § 20: Breathing. *) § 1, 6: The hold. 
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aera ates et 


ry to God, hon-or and glo - 


G== 5 =e 23 eee == st 


ry to God, hon-or and glo - ry to God. 


A. C Major. 


== tse SS Sees 


Hal-le - lu-jah, hal-le - lu-jah, 


ee Sees SSS 


Hal-le - lu-jah, hal-le’- lu-jah, 


eS — 


hal-le - lu- jah, hal-le - - aan 
hal - le - he tie hal - & - ne =e we iall, 
a: C Major. 
a : —— 
A> ese Es a |S a Sees 
Al-le-lu - ja, al-le-1u - ja, al-le-lu - jas 
5 et = — ar ' 
7 Se 
se re 
Al-le-lu - ja, al-le-lu - ja, al-le-lu - ja, 


*) § 11, 2: Accidentals. 2%) Find the first tone by means of the 
scale. *) § 18: Decrescendo. 
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riten. 1) 2) oN ae 
ee 
al-le-lu - ja, -al-le - tu - ~- ja. 
riten. = in 
ao es a ee oe | 
SS = 
al fe -tu-=~4a,7 alte =) Tin ee = ja. 
6. Praise to the Lord. 


F Major. 


ee ee 
3) 


Let ev’-ry spi-rit give, let ev’-ry spi-rit give, 


Ge == ie ===-== ee 


Let ev-ry spi-rit give, let ev’-ry spi-rit give, 


let ev’-ry  spi-rit give praise to the Lord! 


SSS SSE 


let ev’-ry spi-rit give praise to the Lord! 


fe O Nature, Pure and Fair. 
F Major. 


a 


na - ture, pure aa fair, A- 
N.B. i ae when I wea - ry am, Up- 


(== ee tees sie oe a SES 


)eSeoseRitenuto; Salve 5s Dotted note, 3) (§ hls The flat 
*) § 20: Breathing. 
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: Sein Se me ev’ ne where, 35 thou n my § gen - - tle 
on thy bo-som calm Like a _ child [Pll sink 


ee 


1. guide In all my wan- drings wide, in 


2. to rest Up -on © a moth - ers breast, up- 
eee ee Nes ee assis @ 
SSS Sea 
SS ae ee 


e . . 
1. all my wan- drings wide. 
2~on a moth - er’s breast. 


aieaseeese == 


3. With thee I find repose, 
Will love thee to life’s close; 
Lead thou me by the hand 
Up to God’s better land. 


J. L. Spalding. 


Sc Major. (Canon.)3) 


Ge fee BreesseS assis aes 


i 


*) § 11: Natural. *) § 21, 3: Diphthongs. *) A canon or rouna 
is a short vocal piece in which two or more voices follow each 
other in unison. The second voice begins when the first has arrived 
at II. 


(aa 


: USE Ei =-6 —0m>.. [el <sS0n5 Ky-ri-e e - lej- 


Ky-ri-e e - lei- 


SSS asia 


on, Ky-ri - - ile 


SS = SSS 


son, Ky-ri - son. 


ee Eee 


Chri - ste e - lei - son, Chri-ste  e- 


SS SS SS Se 


Chri- ste e - lei- son, Chri- ste e - lei - son, Chri- 


e——|Ft ieee = =iars =H 


son, Chri - ste e - son. 


Gs | see ri = Ee 


ste e- lei - son, Chri-ste e lei” --- ‘son. 
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10. Great is the Lord. 
C Major. 


a Bae 


Great is the Lord and great his 


ee 


Great is, the Lord; great is the 


SS 


power, and great his power, great is the 


_ SS SSa 


Lord, and great his power, great is the 


SS S SS 


Lord and great his power. Hal - le - lu- 


aan Snares a E ss see 
= = 
Lord and great his power. Hal - le- 


ee ee 
jah, Hal-le - lu - - - jah. 
a 
lu - = “jah, Hal- les-- lum \--—yah, 


') Measure? 7) § 1, 4: The tie. 


3 155 &e 


11. F Major. 


SS SSS SSE 


Wet -san-na in ex-cel -_ sis, O- 


—antcianeig ties 


in ex - cel 


== SSe5 = ELE 


san-na in cel 


1 pe A Minor. 


2 


(=== =F |p| = Sea e=| 


A - men, a - men, a - - 


GES lie [pS Salee = 


men, a 2 cs men, a 


=== ee 


— eo 


~ 1) § 22, 3: Staccato. *) § 22, 6: Legato. *) § 2, 6 and § 22, 10: 
Syncopation. 
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= 


- men, a “- - me 
a 
a 
= men. 
13! Death’s Warning. 
E Minor. 


—== —— 
BEE ee Ss See 
feel, 7 scarce know what, —a pain, Un- 


5 rahe 10. — ane = 00-sther- Ise —would=stell— Its 
3. The world be - gins to look quite strange, And 


| ee See 


“ 1. ea - sy sense of some-thing wrong; 
2.) fla -- ture, |WwOLdSmes) do not find; ee 
3. hope grows less from day to day; Now, 


mf 


e =e 
(= eee ae 


“4 goes, “but still io comes a - ae As though to 
2.” so= |" =say, “Alle will @ besewell?. Biutuee: am 
3. sud-den - ly, I mark the change, And see matt 


4 — 


1) § 2, 6 and 22, 10: Syncopation. 


rit. 


— —— 
feeme: it. “doth ses be™ long. 


2. rest-less, un - _ re --signed. 
3. com-ing straight my way. 
rit. =~ 
aes Se a pera ae 
J. L. Spalding 
14 Requiem. 
» Minor: 
qui - em @- lpn Ata na e- is, 
2) 
SSS gia 
Re - qui-em #- ter- nam do-na e- is, 


Sera ieee 


= mi- ne: et lux per-pe-tu - a 


== iS = = a= 


Do-mi-ne: et if per-pe-tu -a lu 


a= Sa 


a eee Te de-cet hymnus De 
== —— a 
ates exiine Te de - cet 


1) Measure? *) Syncopation. 


= es 


hymnus Dewees = Us cit Sit onscets) ties bic red= 


JS eee i 
dé-tur vo -tum —ingJe<-\nil~ >-=5--" —“"Saraieme 
== Sep pS 


de-tur vo - tum in Je - ru - - sa - lem. 


Il. The Triad. Thirds and Fourths. 


SOLE Oe ee 
SS Sa 
16) 

ee eee 


+ 
Vv 


i 


SSS 
SS SSS] 


18. 
ce pepe oa eC Soe 


19: : 
as ase 
SSS SSS 
== ————— 


rae see a eg eee 
SSS 5 eee 


21 Mito 


fas Se eseeee SS 


Os B Minor. 


SS a 


pCa SS SS 


a 
ijSeese es aes 


eo e 
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D Minor. 


25 ae 


= et 


26. Bb Major. 


2a G Minor. 


p= — seeteere 
eae = SaaS =e 


28. Sing to the Lord. 


— San 


Sing to the Lord a hymn of praise, Sing to the 


SSS Sa 


Haller, Vade mecum. A 


Lord.a hymn of praise. 


29. Do not Forget. 
Ne Siig Sea 


3 SSS 25 Seas es 


1. Do not for- get; for thee a-lone Are made the 
2. Do not for- get that night and day, From ear - ly 


SSS SSS 


1. earth ae se Make God but ae ale all, thy 
2 eiitine dictate, A - bout your bed, a - bout your 


ee ae ee = 
= SS a S 

ee ae et oe 2-6 |-= a ae 

mie 

1. own, And ev-er for him sigh. 


2. way, A guard of an- gels wait. 


3.Do not forget whose child | 4. Do not forget; our lifeshall be 
thou art; | With God and without end; 
Tis God’s most holy will, For this would Christ be 
By holy grace each faithful like to thee, 
heart For this his blood would 

To cleanse, to feed, to fill. spend. 


5. Do not forget the promised land 
And God’s eternal throne; 
If you obey divine command, 
Twill surely be your own. 


) § 21, 3: Diphthongs. 


— 


> ones 


->§ 163 & 
30. Sanctus. ~ 


Semibreve measure. 


(= es 


Sanctus, sanctus, san - ctus Do-mi-nus De-us 
ee 

Sa, TES SSS a a rea eens See 

Sanctus, sanctus, san - ctus Do-mi-nus De-us 


Bsa: ba- oth. Ple- ni ape ce- li et ter-ra aan ri-a 


ee et ee 


Sa-ba - oth. Ple-nisuntccee- li et ter-ra glo-ri-a 


= 


Ss = 


tu - a. Oe-esatistiane-itteex.= cel - =~ sis. 

35 Benedictus. 

SE So 7 SOU Neer eae ates 
G SS 

= Be-ne - di - ctus, qui ve - nit in 
ae ee ee 

Ee Be-ne - di - ctus, gut ve --nit in 


') §. 21: The vowels. *) § 18: Dynamics. 


aa 1G ee 


no - mi-ne “Do - ae er 


- San-na 


no - mi-ne Dona - 


32. Agnus Deere 
N.B. 
aes Ss 
A-gnus_ De - qui 
ie ails = ea 
= =—— = = == 
A - gnus Desens - i, qui 
S: 
=== = = 
tol - lis pec- ca-ta mun - di: mi-se- re-re 
= 
ee 
tol - lis pec - ca-ta mun - di: 


) Syncopation. 


33. Agnus Dh ie 


== Soest 


eS = = 


(eee 4S SS 


qui tol-lis pec -ca - ta mun > di: 


= Serie 


qui tol-lis pec- ca - ta 


=== ES 


do-na no - bis’ pa-cem, do-na no - fn 
= = 


Ke na no- bis pa -cem, do-na_ no-bis 


1) Syncopation, 


pa cem 
riten.) ct bere chao rn Es 
at a = = ——_ 
6== ———— on =—: S =a 

pa - - cem 

3A. The Lost Song. 

== SSS ae 
i with - in qT oft- en hear Soft 
2 “Toematch 1ts=muu-sice | Seek 


| | Taree 
aie 
veg 
all 


fe eS aed es = 

| SS SS Se 
1. notes of a lost song, Which fall up-on my 
2. words, but seek in vain, And when I come to 


an = ae 


Sree Sone = ; 
= ear Th rich ae Boe ious mae 
2 8 I still shall hear this strain, 7 


(as ES Sas 


1) § 3: Tempo. ?) Syncopations. *) Triad. 


* 
g 
ry 


> 167 


SSS 


1. rich me - lod-ious throng. 
2. still shall hear this strain. 


Fes vy, 
J. L. Spalding. 
aD: What I love. 
> ol b 4 
Pe — J. Singenberger 
ere: Sees Ns pes =p 
é eal al 
= ee sees Sees = 
pe rer remem ee top 
v4 


=a f rar zi 
_— —— ; 

Sa a 
test Of God’s pa - ter- nal love and care. 


2.The first is home, sweet | 3. Then there is secondly the 


home so blessed, school, 
Where mother dear so oft Where heart and mind in- 
caressed, struction find 
There, where I climbed my From teachers truly wise 
father’s knee, and kind 


No place of comfort, home, | The place of order and of 
like thee! | rule. 


3 
4.As third I love the holy 
- place, 

Where I my Saviour’s pre- 
sence own 

The Son of God on mercy’s 
throne, 

The very fountain of all 
grace. 


36. 


168 a 


5. Three cheers for church and 
school and home, 
Three places to a child so 
dear, 
Where we to Godare brought 
so near, 
Emblems of God’s eternal 
dome. 


What Write the Waves. 


——— | 


= 


1. What ae the waves on san- dy shore? They 


Zee Ane 


look. out sup. - on, tiie sea; ety, 
————— Sere a 
See ee ee ee 


“1. write their bit - ter 


2. fond- est hope, my love’s pure joy, 


suf - fer - ing, Their com-ing, 


On _ shift-ing 


——— =a 
Se  , 


=e 


1. part - ing ev - er-more, From rest - ing- 
2. sands all writ-ten be In lines the 
i =a 

= ee ee 


bi 


———- 


St 


ae place where they would cling. 


next wave will 


de - Stroy, 


= 


2. 
e 


oes 
[ 
: 


= 


TnL, Spalding. 


——— 


eS 
SSS 
eas 
ae = SI 


1) Triad. *) Difference between a semibreve and minim rest. 
8) Introduction III. (Imitation) and § 19. 


ie: ley- ems - ia, — -  lu- 

ts = = — 
al-le-lu  - _ ia, al-le- lu 

ee ee ee ee 

CLS === SS eS 

ia. Al-le-lu  - ia, al - le - lu- ia, al-le-lu- 


== SS Sel SS SS 


Al-le- lu ia, al-le - lu- 


weepareat —= ==] 


1a) alee eet) eel al-le-lu - ia. 


== aaa or Ses 


ia, aris le - lie - al-le-lu - = ja. 


1) Measure? 


= ETL ee 


39. oie to God. ci 
Vivace.) = 
ee 
| p®) Glo-ry to God, glo-ry to God, 
f 2) 
a ae ee —- 
{ == = z ee 2S =e = 
si Glo - ry 3 God, glo-ry to God, 
fe mf 
a = er Ses 
= 
glo-ry to God in the high-est! And 


i mf 
ed es ee eee eesras ear a ae 
os <—,—, 4 == ett 


glo-ry to God in the high-est! And peace on earth, 


peace on earth to men of good will.Glo-ry to God, 


(é a eee ee ee 


—— == ———= : 


peace on earth to men of he will. Glory to 


a 2 SS =a ae 


— 
glo-ry to God in ne high - est, glo-ry to 
_—<—— ——— sas 


God, to God in the high - est, glo-ry to 
*) 9g 3 3: Tempo. 2) § 18: Dynamics. 


God in the high -~ est. 
ee soe SS ———— 
God in the i ee: 
ee f a f 
mf —— 
a 
A - - = ve, a- 
-b aa = eres 
(? SSE suas 
ee a ve, a 
a 
aS Se 
- ve, a a Se 2 
Al a z —— a a 
SS a 
ioe ve, Le a ae ve Ma 
Pom 1) poco @ poco cresc. 2) 
= aa — = 
3 Ma - Ae Es ve, ay 


") § 22, 10: Mode of executing syncopations. *) § 3 and 18: 
Louder and louder by degrees. 


@ poco cresc. 


a 


ve, Har Sa evlce-. VE, ae - e, 
a= Foe ——— 
on 
——. ee ee = 
: - - ve Ma see Lip ae eae 
— i -4— —— 7 
4 a3 -[- Sele= Ss === ——_—= 
SS eee Pe eee ET 
ve, a - - ve Ma-ri PT Ey: | 
Al. A Minor. 
cs 
STS Pas 
ee SS eee 
- ctus, san Wate CLUS. SAMI. = 
i mem SS mf _— os 


6& Eglege ° =| = ss == 
. ctus, san aE ctus, san-— 


a 


7 


eo ee SS ES Sy 


- ctus, Do-mi-nus De-us Sa-ba- oth. 


: = aes Poets 
Sasha Sel 
— ctus,san- - ctus, Do-mi-nus De-us Sa-ba - oth. 


1) § 3 and 18: Louder and louder by degrees. ) Syncopation. 


re nisunt cece - “ih et ter - ra glo-ri-a 
mf 
ea —— st ae 
Se ee Se He ase 4 
Ple-ni sunt cce-li, et ter - ra glo-ri-a 
== 
eee RS 5 a ate (ele =i 
(=a esa =a 
| LL Peep em er in ex-cel - 


Sa aes 


a. O-sanna in ex- cel 


42. | Canon. 
== SS belgesel ze 
Ut re mi sol la Si Si 
Gaatr palates =aSe = = a SS = 
rée——ul Si la sol fa mi re ut. 
A3. Canon. 


ee = SS SS Sa 
J II 


(= SSSI 


") § 22, 4: Marcato. 


+ Sy 
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A4, Be Thou Faithful. 
B Minor. — 
p Moderato.) es 


S a ae 


Be thou faith-ful, be thou faith-ful un - til 
a= _ 
=" 


Hees thou faith-tul, a thou faith-ful 


ritard..) a tempo.) 
aa 


death. . and I will 
ritard.1) ~~ «a tempo.1) mf 

Sees ee eet 

un - mf death and I will give thee, I will give 

f= SS c= f ee SE Sao 
give thee, I will give thee the crown of life; 

é SL = =e = =—7 

thee the crown & Pies be thou 


deonenrenis. 2) 


= EE 


be thou faith - ful - til death. 


mf decrescendo.?) a 


ey 


=) 
faith-ful, be thou faith-ful un - til death. 


1) § 3: Tempo. *) § 18, 2, Dynamics. 


—3 176 g& 


D Minor. 


pa 


men, 


| 
di ee = =a 


ee a 


men, a - - a 5 - ——— 

4 : 3 sostenuto.1) we) 

a ai mens ceced Da =<) — Se Se 
—s | —s —— —_ 

IMC Nia a a Sta as ere TCT 

46. Trust in the Lord. 
G beaks 
4 —2 = 

[ P —S——e J : = =o 
ee — ——- - | — = 
ee mit thy ways to the Lord and 


s ee 


Com- mit thy ways to the Lord 


") § 3: Tempo. *) Have Nos. 44 and 45 imitations? See § 19. 


oy Query 
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ee eer eee 


trust in him, and trust in him, and ance in 


(2255 2 a= 


and trust in him, and trust in him, and 


him, and trust in him, and trust in 
—EEE =>} (aaa are as 
== See eeee = 
trust in and trust in him, and 
ee a INT —-—_—_—— 
— == = re ee eee 
him, and trust, and trust in him. 
= — zi ==Ss= 
eee Om Zea Se —— —- = 
trust in a and trust in him. 


Il. Fifths and Octaves. 


Also Major and Minor Sixths on Notes in the Triad. 


/ ee 
Se =e 


1) A succession of melodic and harmonic phrases is called a 
sequence. *) The bars enclosed by brackets should be repeated 
until they are sung with ease. 

Haller, Vade mecum. 12 


———= 
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= Saeeaeees a: = z= 


a 


a 


= ee | 


= 
: aes 


=e 


—se— 


ee 
ee 


& 
=—— re pe 
ee ee 


ic 


50. 

——= == Ss 
SSS SSS 
51. 

Eg ote ec ee 

 ————— 


e bad 


()} 


2 
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IV. Tonie, Dominant, and Suhdominant Triads. 
59 Vade mecum § 12, 2 and 3. ee 


Tonic Triad. (I) Dominant Triad. (V) Tonic Triad (1) 


52. 
Tonic. (ID Subdominant. (IV) Tonic. (I) 


Sooo Sas ee 


O4. | Vv Vv 
7 re 


= aS a yy 
SS 
SS eee as 


V 
56. 
Tonic Subdominant. Dominant. Tonic. 
SS SS GaSe 
57. 


A iSes === eee 
ae 


58. 


eS = pee = fee ecees 


Ibay "ley iy a er ana 


IV 
= ge =e, == —— 
I 


eS ee el 


4 Tonic. Subdominant. Dominant. Tonic. is 
——— = eee 
60. 


Aiee z ee 


: 


= 
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. IV Seart 
I 


61. 
legato. 
ee seers este ee = 
taeeia lala fa~ fa”. <- la Hae la 
== —— == 
: Z la a=. ees ela. 
ers ee j la la la la 
62. 
4 I ? IV : = V : I 
{Aas oe ees er re 
63. | v a 
(a2 Saeeeee vel tls alee 
] 


—§ 182 a 


== = Ss 


lala 


Fs aeees Serre eee ete = 
SS 
65 


go mee tS EES 
SSS SSS 


1a" Se. ee wmwlavla la “as ias la la. 


7 
O. F4 Minor. 


a f 4 ms | 2 O- ——. = = = 
@ f gf | ; 
a | 


pssieees 
jae Seseees ; 7 
Mec ape 


Ps eee 

Sp ee ae. 

44 IV V a = 

i a. 4 
=e 
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IV 


Va Sel Fi 
= SS oes es : 


Mage ete SS 


ae. | = 
(=== SSSeI 
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= De Minor. 


es aes 


77. Gb Malor. 


Sees 
IV 
Fees een es es ee 
78. Ep ised 


Tome oP eee = a 


Ps ees ee 


79. D> Major. 


80. By Minor. 


rae SEE see =ES Eee 
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A ieee NS. | 
= SS 
I : Bios si me ec i = : 
SSS EE 
81. ap Major. 


pS Se 
(= =SSeS a SS] 


82. F Minor. 


J V 
aS Ss 
IV V I 
pa Sy 


83. Eb Major. 


V 


cl anantt S1VGs 

(Saas 
Vv I ae 

Gea a eet 


84. C Minor. 


I 
(oes Sala ee 


1. Learn while learn, play while you _ play, 


— 
That is the way to be cheer-ful and gay. All that you 


\ 
$— Sees = a = = —S— 
Se et = 
a ae y 5 
do, do with i ci eae done by 


SS ee 
Cg Fane 
halves they are ne- ver done well. 
2. One thing at a time and that done well, 
This is a rule very useful to tell. 
Moments are worthless when trifled away; 
Work while you work then, and play while you play. 
J. Singenberger. 


ole Yea Canon.’) 
Be Z == = ser eee 
Ot re mi fa_ sol sol last ut re 
(Do) (do) 
: See ee | 
re ut si la sol sol. fa mi re ut. 
(do) (do) 


1) See Note 3, p. 152. 
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B7. May Be and Must Be. 
J. G. Witthauer. 


= ere =e 

fossa Sg 
me es 

L. aes te may be, wish and ae What there 

Sa ae = SBS 

Se ee ae eee 


must be, for that cope; What ae must be, first ee 


What there may be, let  be- tide. 


2.If what must be is secured, | 3. What there must be, be your 
Let what may be, be pro- tower, 
cured, What there may be, be your 
What there must be, you bower. 
must mind, What there must be, first 
‘What there may be, you provide, 
will find. Whatthere may be, let betide. 


J. Singenberger. 


88. Con moto. 
1) 

E - = ae = See eae —— 
a 4 — = = ee ——— 
Al-le-lu - a al-le- lu - ia, 

: 1) 
pba 
(ouers =e = === sel 


Al-le-lu - ia, al - le - lu- 


4 § 22, 13: Marcato. *) Observe breathing-marks. 


al- le - lu - ia, al --le-- lu - ia, 


SS ee 
ae SS ee 


is ae al - le - lu- 

pea 
Seige al-le- lu - 

(SoS Se elec 
ia, al-le-lu - ia, alse; nedu 


Fuguetta.') 
89. Con moto, 


is ears ere a 5 ae as ee 
a ee “| 
Glo===-ry. in, the 


sere! a oa = =e 


Glo-ry in tite Lord, re-joice in Him, Al - le - lu - ia, 


ft ee 3 = = et | 


Si ~ Lord, re - joice in Him, Al-le - lu - ia, ia ‘ lu- -ia. 


ee a es 


Al-le-lu-ia. Glo - ry in the Lord, re-joice in 


1) Fuguetta = a short composition in fugal form. Introduction, III. 


3 190 ee 


a 
ae 


Glo-ry in the Lord, re-joice in Him, Al-le - lu - ia, 


SS 


Him, glo-ry in theLord,re-joice in nan Al-te- 


SS —————— oe =o 


0 
Al-le- lu - - ia, Al - te-tu - ia. 
¢ Weeks fe Nae 
chimes aes | = = ee ees | 
—SS = =— 
lu - ia, Al - leo="] 1 e-<0 Senne teriae 
rp Moderato. — 


gigas 
ee —= 


Ky-ri - e- lei) - 


(iss Se 


——_— 
eS 


Ky-ri-e e-leiD - ae 


i= 
- son. Ky-ri-e e - lei - son, ib Ti-e e- 
— = 
eee 
ee =: eS Sees == = 
a = a S 
- = = son, Ky-ri-e e - lei - son. 


’) le-i (in eleison) is to be sung as two syllables; dwell on the 
first vowel (e=a in day) and end with a short ¥. Other Latin 
double vowels are also separated: ui (as in cui), dissyllabie: eu (in 
Deus), dissyllable; but ae and oe, as a (in day); au (laudamus), as 
in the English word Thou. 


lei - son, Ky-ri-e e- lei - - - = son. 


eee eee eee et 


Ky-ri-e e - lei - son. Ry - ri-e e-lei - - son. 
fires eS SSs ——— 
Chri-ste e- lei - son, 


SS ——- 


Chri-ste e - leer 


fice SHeiE= =e === 
Chri-ste e - - lei - son,Chri- - - ste 
ty — : a. 
a eed ee ee ere 
Chri-ste e-lei 2 - son, Chiiean coe sane 
i =—_ io 
is a Sr ee oe ae ol coed (5 Cee son 
Le = ae SS ne cr a 
== 
a aioe 


—»g 1902. eK 
92. Little Things. 


= Singenberger. 


ae =e Sas 


1. Lit- tle drops of wa-ter, Lit-tle grains of sand, 


ee ee 


Make the migh-ty o-ceanAnd the ae ant land. 


2. Thus the little minutes, 3. Thus our little errors 
Humble though they be, Lead the soul away, 
Make the endless ages From the path of virtue 
Of Eternity. Oft in sin to stray. 


4. Little deeds of kindness, 
Little words of love, 
Make our earth an Eden, 
Like the heaven above. 


Semibreve. Legato. 


a ———— 


- cos es Se nen, 
a Legato. 
——— — Sea —— 5-4 — 
= See =e ee aa = 
iN - - men, a- 


=e eS 


(Se ae = == == — 


ee 


94. Praise to the Lord. 


Mane 
= a eee 
Lord, praise and thanks to Thee for-ev - 


SS 


Lord, praise and thanks 


—_s = ——— 


Lord, praise and thanks 


| = 
es aaa ——— = 
cof for-ev - er, Lord, praise and thanks to 


pitt mosso.*) 
ae 


=] SS Ses 


Thee for-ev - er. A 


pin ee 1) 


See ee ee 


sae ae 
Thee for - ev = ef A 


1) Quicker, § 3. 


Haller, Vade mecum. 13 


—»§ 1904 aK 


earn — eee aaa 


(aes : eee = ees 


srt a 
i == LSS 
- men, AcE - - men, 
=== 
= - - - men 
SS SS 
a as 2 men 
99: Upon the Meadow. 


Andantino. 


—== 


| nS = = aS =a =a 


uF = the blooming aor a flow’ ret may ae 


fase Sees (Sigss = eee === 


Up-on the blooming meadow a flow’ a may be 


Y r | 
oS SES Se 


seen Its eyes are blue as_ hea-ven, 


EN ; _ - 
Pe See = 


seen, Its eyes are blue as hea - ven, 


“Its leaves are eke and green, Its leavesare fresh 


Its leaves are fresh and green, Its leaves 


SS 


are fresh and = green. 
| 


; SS ee 2 ee 
=== 


Sieve Sain are fresh and green. Anon. 
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jr | 


| Serres er ee eae 
a ee 
= 


cll 


I Cannot See Thee, Gentlest Bird. 
Daley) a 


ee eee 


I can-not see thee, gen-tlest bird, Sit- 
i Whendewy morning from the hits Looks 


pris ese 
a = eee 2355: a 


Pe ting =e blos-soms white, But all my in-most 
2. down their bil-lowy sides, Thy throat with maddest 


a 
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SS SS 


1. heart is stirred With mu-sic’s pure de-light, pure de- 
2. joy upthrills—Ah!Timeso swift-ly glides, swift-ly . 


es a f i. 
a 


a ieee ee = 
St. tight. | 
2. glides. 


= Pp a 


eae ae beeer a aeees 


\ Paid io ia a la la 


4 Vawerid, wuld. ia lata. ela: la, la, 
bn mee ——= 
ee 

Sales = Sta ae eee 
ja, Jada latlay law. «2. pela elas lasla is 4 
Ss — 
pean hh =e Sree * 
aS Se = ot hae. | 


faves ta, tata, tay lala, fa, ia, lala; ta, la, la, lar 


riten. 


rae aS 


la, la lala la, lalalalala la... 


riten. 
———— 


f fees ra 


la, la,la,la, la, la,la,la,la,la, la. 


—>8 


3.So soon the leaves shall 
withered lie 
On the damp wintry clay; 
So soon the bright-eyed 
flowers shall die 
With autumn’s sad decay; 


ler 


Trust in 


198g 


4.The clear, cool brook be 

frozen o’er, 

And life sink in death’s 
night: 

Seek quick, O bird, some 
warmer shore, 

For rapid is Time’s flight. 

Spalding. 


the Lord. 


mf Sostenuto. 


In The 


aS 


== a 


—— 


my trust, 


& O Gods lar put 


Sasi as== 


Ins Thee, O7 God, 


Ss 


I put my trust, 


= 


— 


t 


na 


ae 


Ss =F =e = 


| 


Let Me "not _De = pute to ae let 
—— == = Sa 
let ememenoteeebeseout =: to 
Bb Tey { sis == - =—— A= 
RSS SSS 
not be put to shame, be put to shame. 
SS SS j= > 
(eee === ie apart oo == 
shame, let me not be put to shame. 


1) Imitation in contrary motion. 


‘i ritard. a tempo. 


2 = ee 


In Thee, O Lord, | put my _ trust,in~ Thee, O 


ritard. a tempo. 
f= : ae os oe 
——_—@. <== 
= 


In Thee, O Lord, I put my trust, in Thee, O 


- SS 


put my trust, in Thee,O Lord; 


(eas z ee Sag = ee 


Lord, I put iy trust. ine hee .Oss Lord ser 


Se es 
put my trust 
; nl 

ea =2SS =o = 
nee my trust. 


Y. Chords of Four and Five Tones. 
A. The Chord of the Dominant Seventh.') 


99. (Four Tones.) 

i= == ; Sat IE — Se 2 le 

7 z 
100. aie tote rt v7 


) 4) A ct chord of the seventh is formed by adding a third to a 
triad, making a seventh from its root. The chord of the dominant 
seventh is indicated by V’. The chords of the seventh on the 2nd, 
3rd, 4th and 6th degrees are not taken into account. 
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OPA 
SS SSS SSeS 
SSS 
ts) 
fe fees 
me 2) ee 
cae = zoe = ——— ce = 
1) re 
————— 
104. 


= ee aE aes rs 
= aes 


') Augmented fourth. 2) Diminished ‘fifth, 


Sa 


fl 
if 


= Sees 


= =o = See —se= 7 =f 
107. 
eee SSaaaee = =a Ee == 


eee === SS 


= Se = 


= SS re 
109. 
e ees } aa ; 
SS Sa 
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_ B. Chords of the Ninth (Five Tones) and of the Minor 
11 4. Seventh,') 


VIP 


115. ve ninth. VII7 


P seeer sao pee Tee SEs SES iae 
116. 
= ae 


oa je es eee ees 


+ «+ oe 


= 
st 


117. 


$2 : = a PSS =e 


| 5 
REL 
| |_| MN 
aati 
EXX= 
ell 


= Seas 


1) V° signifies the chord of the ninth on the dominant; if the 
tonic of this chord is omitted, the remaining tones form the chord 
of the minor seventh (VII'). 
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1a er | | | | 
i Seas eee ee eee eeeia a) 
122. | 
a Se 
123. | = } 
124. 
scons Mica Sing Se py eee ae 
(HS ee 
7a Fae a f = 
i f | 
125. 
es v2 — me a se 
P= Se SSSI 
126. 
SSS ae 
127. 


foe nee SSeS aa=e 
aS SSeS 


e 


Se 
131. 

QS = a ae 

pease te a == =a = at 


132. 
ets = See =e eee 
== =s=S=> - = 
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ae = eae 


== SS 


—— ==: = = 


la, “15 


ee Sea 
ia, la ‘ ; ; 
134. Praise God. 


Allegro moderato. . 
=i qe 9] #2 
(eee eS eee 
f PraiseGod in ev’-ry song, praiseGod in ev’-ry 


SaaS a ee 


t+ 


(SEs = 


song, praise = in ev’-ry song, praise God in 


IG ee a= =e 


Praise God in ev’-ry ne in 


nyse 
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riten. ff 


= SSS = 


ev’- ry song, in ev’-ry 2800: 


riten. ff 


_ SSS SS 


erst SS a 


Al- le-lu - ia, al - 


SSS =5 SS 


Al - le - lu - ia, SEP se Ge 


Bie ee Cepek tt eal al - le- tu 
i N = 
= eae oe 
al le - lu ia, al le - lu ia, 
A | ee emanaain Va. 


Caeteesee ante ici. - ia, abe 


See ee 


ale we le =! [i =. 4a, al - le - tu-ia,  al- 


bee Soar ee 
- te - lu - r : ia 
2555.52 
le - lu - = = ia 
136. Evening. 


J. Blied. 


_—_— 


1. Down the hill-side soft - 2 steal-ing, Eve - ning 
2. Wea-ry na-ture now - leas - es Count-less 


(iS ——- _—— 
=e ee 


1. sha-dows quick-ly come; Earth a sooth-ing calm is 
2. my-riads from their toil; Hu-man_ la - bor glad -ly 


ee 


<= eae A ea 
—— eS 
| 3 feel - ing, Feath-ered chor - is - ters are dumb. 


Ls . ceas-es, Glad - ly seeks in rest re - coil. 


Ss ne a 


2 ee eae 
——— 


= a 
——— 
3. May no bitter recollection 

Mar the quiet of the mind; 

May we cherish this reflection, 


We are friends with all mankind. 


+ 
= 
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Patience. = 


espaiza= == == = 


. An an-gel form is mov- ing Thro’ ev’-ry 
2 Ppib=ten—der--sly--he aids us—" The 1ils-sof 


1. earth-ly scene,Where hu-man hearts are _ prov- 
life to bear; When pin-ing grief in - vades 


Ss ese eee = 
(G2 SE 


1. ing The pang of sor-row keen; Our heav’n-ly 
2. us He keeps us from de-spair; With gen - tle 


SoS ee 
eo SS eee 


1. Fa-ther sends him True heal- ing to pro- 
2-— voice he tells us Of bright-er days in 


— 


ee Sta ad 
= 


1. claim, And peace di- vine at- tends him, For 
2. store, And lov - ing - ly im- pels us A- 


SS SS 


Haller, Vade mecum. 14 


ae eS 


1. Pa-tience is his name. 
2. bove our woes to soar. 


Sa SS 


3. When strange events per- When tears our faces fur- 
plex us, row, 
Sweet Patience whispers His motto is “Endure”, 
“Wait”; | For soon all earthly sorrow 


When fretting trials vex us, | Shall find in heav’n a cure. 
His words the pain abate; Anon. 


138. Lord, Thy abs 


(as 


Lord, thy glo-ry fills the oe -ven; Earth is meee its 


ar = ——— SS 4 
5S - ee 
ee 


ful-ness stored; Un-to Thee be glo-ry_ gi-ven. 


ee Se Se 


t Pp crescendo. __ 
oe = or  D 

| Sa ee 
Heav’n is still with an-thems ring-ing; Earth takes 


: p crescendo, __ 
—— re 
e/ v 


“Ti a a ene J+ —* 
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rer te, eres, = 


up the an-gels’cry, “Ho-ly, ho-ly,~ ho-ly”, 
e 


sing -ing, rord of hosts, the Lord Most rien 


wo = = Se 


ia toh 


amine = 


=e ierh mac 


Anon. 


= Se _— 
ieee a = = 
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MS SSEaS See Seal 


= men, a - meni. 


—_—— —— ae —— 
oe == a 


~<—_ 
a - men, al 


SSS = 


al le 


(eee = 


a=.) men, = amen al f-9 le 
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eae ee lu-ia, a 
al - ie ma ao  MMNeTIS 
141. Evening Bells. Abt. 


= aa eee = [= z == 


1. Soft - ly thro’ the twi - light sound - ing, 
amt Oil NOW e= finds) a. btiel .céSes=Sao--tions 


SSS SS 
SS 


1. Hear the dis - tant eve-ning bells! In the 
2. Birds and flow’rs their eye- lids close; Na-ture 


_ === a 
=== ae aed ae 


1. ho-ly calm sur-round-ing, Still of peace their 
2. owns the sub - ju - ga - tion, Slow - ly sink - ing 


{eee Se a fe == 
. 2 == 


a - sic tells. 
2 a 
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eae Great Is the Lord. 
ee eae 
a) SSS) =F 
Great is the Lord in all his power, in 


bat 5 ee ee 
eS ee 


Great is the Lord in 


his power, in 


Renae 


——— 


all his power, in all 


= see et eee, a ee = 
See ee ee 
all his power, great is the Lord, great, great, 
Stl aS 


——— == = == SS 


his power, Great is the Lord, great, great, 


on 
ee ee 
ie. great is the Lord. ( 


riten. 


a 


great is ~ the Lord. 


; : 3 215 be 
: - 143. Days Of Of Summer Glory. 


las ————— ae —— zoe 


1. Days of cal mer glo - ry, es I seeat to 


an 
i 
=e a 
——— ee se == 
eee 
Bi Se per ae —— re a acne 
oA "See, All your scenes so_ brill-iant, wee are 
——— 2 9 SH aaa 
= 
we me Fs 
ee Se? 
dear to me. ; Let our thoughts be 
Sareea eee = Spoeret o= grower 
cn eee eee 
Let our thoughts be ev - er 
— ee ee 
(oe ee SS See 
ee er Pure as yon-der sun; Gent-le 


az = ree 


Pure as yon-der sun, as yon-der sun; Gent-le 


rit. 


as 12 ee 
PSS 


as the bree-zes When the night comes on. 


i. — 


ay 


as the bree-zes When the night comes on. 
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2. Meadows, fields, and moun- Birds that sweetly warble 
tains, All the summer days; 

Clothed in shining green; All things speak in music 
Little rippling fountains, Their Creator’s praise. 

Through the willows seen. Anon. 


C. Chords of the Diminished Seventh.’) 
144. (Four Tones.) 


=e 
145. 


(C= So lS SHS pat 


eon al ae = 


See a gee sit 
148. 
7 oe re ee 


foleteliny 
Out 
el 
ac Bel 
ratte 
ata 
ea 
4 
et 
r 
at Va 
i, 
Ht 


= 


1) As will be seen, the different ways of denoting the same 
sounds are obtained by enharmonic changes, as a? = gf, to ef, 
b = cP, and so on. Therefore only the chords marked * are to 
be viewed as chords of the diminished 7th. 
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151. 


154. 
SSS 


155. 


(ee 
eae 
SSS 


SS = 


Se 


ihe 
(2S 


Pe = a ieee onee 
ea 


fosece 


SSeae = =e 


a Cn — 


All for Thee, Lord. 


a eee 


and let it af Con -se - crat - ed, 


2, Take my love—my Lord, I pour’ At thy feet its 


(a 


1m Lord; to; hée: 


Take my mo-ments and 7 tee 


2. treas-ure store. Take my - self, and I will be 


== 


= | = = 


=| 
= 
ce 
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on 
——_2——_____—_—__ Se —eEEEE ——eE—eEeEeEeEeEEEEE 
= ee 
1. Let them flow in  cease-less praise. 
Zaaevesecr, on -ly, ) alle“for~ Thee. 


SSS = 


Hawergal. 


Fair Evening Comes Again. 


ee 


. Fair eve - ning comes a- gain; And oO - ver 
3 To it no eve-ning brings The balm of 


SSS ae 


=—— f= === SS 


-1. wood and_ field Peace falls like mis - ty 
2. sweet} res-=.pose; No _ soft voice gent - ly 
\ L-— 
a == = = e ae = 
— @ @ fare oe E poe Semi sy 


2 —— SS 5 eee ae 
cS eS = ee eae 


0 o-—@ @ 
erat, While earth in sleep’ is sealed. All 
: sings A song to lull its woes. Such, 

0-8 Seem 


a a 
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——— — ciel neue es: 

{ gs zee [sss Se 
— aS == FI 
1. save the brook a - lone, Which knows nor peace nor 
2. too, «thy —lot,-- my heart;- —In all thy toil and 


SS 
i SS 


f-- test, But flows with mur-mu-rous tone, 
zquest God, of, - geet can im - part ue 


ie mf 


Ss 
gasses: i a 2 —————— 


fate still on - ward pressed. 
bless-ing of true rest. 


SS 


G95 je ie =e === Se 


Spalding. 


162. 
Why Have The Gentiles Raged. 
4 Con moto. iff 


(eS SS eee 


Why have the gent-iles 


ais = 
= —— 


Why have the gent-iles rag-ed and 


->§ 222 ge 


a 


~ rag-ed the peo-ple de-vis-ed 


== eS Se 


the peo-ple de-vis-ed vain things, de - vis - ed 


oe eS ae 
a —— o* New gueeag ——— a 
eee = 

vain things, the kings of 1 the earthstood up, and 


ee 


vain things, the kings of the earthstood up, and 


aes === = 


the prin - ces, and the prin-ces met to - geth- 


——— ——— 


the prin - ces met to - geth-er, the prin-ces 


— : = A eS 


Shun. Lord, and a- gainst,and a - gainst 


BS 
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_———= == 


his Christ. Let us break their bonds a- sun - der, 


his Christ. Let us 


————s 


us cast a - way their yoke, 


Sa 


break their bonds as - un-der, let us 


ee SS ers 


He that dwel-leth in 


—— = z- = = 


cast a- way their 4S He that dwel-leth in 


= eS se eee 


hea-ven, in hea- ven,shall laugh at them and the 


Se ei 
ane pera galt ‘nn = al 
22S s==s—- == e | 
hea - ven, in hea- ven, shall laugh at them, 
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So Ge eee 
a 
Lord shall “Er - ride them, the Lord 


Go == = === —— =S5 ee ss p= 


and the Lord shall de - ride oe the 


———— = 


shall de - - ride them. 


eee el ae 


Lord shall de - ride thant 


(Ps. Il, 1—4.) 


163. 


eo 


sae ees sl Sop e == : ee = rs 


Ho-ly, ho - ly, ho - ly is the Lord of Sa-ba- 


P mf 


sereioeee i ep: a 


Ho-ly, aaa ae is the Lord of Sa- ba- 


m~ piu vivo. EES pet. — 
SS <a 


i Hean ven and = are full of His great 
= 
ry 


——<—_S 7 =e 


oth. Hea - ven and earth are 


mm pit vo. 


= 
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=e SSS 


ma - a - jes - ty, hea-ven and earth are -full of 
= Ls eee 
$ t we + 
full of His great ma- jes - ty, hea - ven 
es pe eae 
—————— Se 
His great ma - jes - ty, hea-ven and earth, 


cS = 


and nn are full of Fis great ma- jes - ty, 


ate = 


hea-ven and earth are full of His great ma - jes- 


22 eee 


hea-ven and earth are cat of His great ma- jes- 


i222 == 


ty, of His great ma - jes - ty. 


fe~ 
G —— = oe f If = 
oe Sata oe SN gents Ss fo 
—S a coor 
iy, Ol tHis* great macs =" jes =-ty: 


Haller, Vade mecum. 15 


3 2260 ge 
— 164. 


Allegro assai. 


ass pied acest 


- men, a =— men,a == 
men, Acar men, a 
a) fen 
f= Saal =< 
Ze eias=ss= 
men, a = ae eens 
= ea on 
ee 
vid Se ee 
=<) a2) Pe, A. soa a-eeae PME; a -aemen 
165. 
I II Canon 
eee a ee ——— 

a =| Sp eal eal se 
ee eg eg ee 
From the clouds pours the show- 

ae, Se the a er, pours fie te 


So ——39 


grows the flow-er, from the clouds flies forth the 


ae ae 


on flies forth fie dartie flies forth the =| 


—§ 227 & 
166. 


Motive from the Oratorio, “The Creation”. 
Joseph Haydn. 


Vivace. f 
A - wake the ‘harp, the ly lyre a- = 
f eas ees ee nord 
SSS 
——__ ——_—_—_——-@. — —_——.-. 
A - wake the harp, the lyre a - wake! 
eee ae 


In shout a joy your voi-ces oo in tri - umph 


SSS a 


In shout and joy your voi-ces raise, in tri - umph 


(= 


sing the might - y_ Lord! 


=a! 2 225° ft shee pe | 


sing the might - y Lord! For He the hea- vens and 


= —— ee 


For He the hea-vens and 


= ee i #4 


earth has cloth-ed in sta - te- ly dress, has 
ily 


hg Sal ss par woecmeey Mies Tay saws meee 
et meee eye Spee el ————— 
earth has_ cloth- ed in sta - te- ly dress, 


ee 


clothed in~ sta- te-ly dress, for He the hea-vens and 


a= == eS ee 


for He the hea-vens and earth has cloth-ed in 


SS Se 


earth has cloth-ed in_ sta-te-ly, sta-te - ly 


es _—_—— $<; 
sca ee eae = 
sta - te-ly dress, for He the hea - vens and 
@ a en a os = = — 
a ee a — 
dress, in sta-te-ly dress, for He the hea: - 


a ——— ey 
= ane 2 sat SaReteae = ——| 
a ; 
earth ca cloth-ed in sta - te- if dress, 


SSS SS 


vens and earth has cloth - ed in sta-te- ly 


\\I 


_———— as 


dress, has cloth-ed in sta-te - ly dress, in 


N 
— I = Ses forte see aa ad 
(ee Se ae 


sta - te-lydress, a-wake, a-wake the harp, 


er nen = ‘. rm &. 
eae ree ee 


the lyre a-wake,in tri - umphsing the migh - tyLord! 


oy 
——S = ne 
Jee ee Se ee 


the lyre a-wake, in tri - umph sing the migh - tyLord! 


ee cena seal 
geo SS Sees 
for he the hea-vens andearth hascloth - ed in 


es ered oe aS 
a= — =e — sas 


for he the hea-vens and earth has cloth-ed in 
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re a 


(Rees 


sta 
canteen anaemia 
Se 
é : ae are SaSas 
sta te- ly dress,in sta - - 


—_————————SVV—sX—__—<X—Xx<KK@qlge—o oo —_ 


i “ : ~ - - - te - ly 
_ SSS 
s Ps “ - - - - - te - ly 


s== ae 


dress, in sta-te - ly dress. 


é ——— 


dress, in sta-te - ly dress. 


VI. Intervals of the Chromatic Scale. 
(Vade mecum § 13, 1.) 


=a ee 


fa a eee 


er. 
lh] 
A 
YY 
gt 
alll 
ee 
el 
WIE 


| —- =e ee 
“See ee Sees 


169. 


= Spee ai i 
$= ee eet I 


170. 


The Wonder of His works. 
Allegro. 


ee eee 


The won-der of his works dis-plays the fir - ma- 


Ga eee See fees 
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(aoe 


ment, dis- plays, dis - plays the fir - ma-ment, ine 


——— ee 7S 


Allegro 


os Se 


hea-vens are tel - ling the glo- ry of God, i 
Allegro 


2s == 


won-der of his works dis- plays the fir - 


ee 


ease Ss 


ment, dis - plays the fir - ma- ment. 


ee Haydn’s Creation.) 


171. Evening Song. 


5 ee ee 


how sweet it is at ev’-ning, is” at 


II 


6=2— = a 


ev’- ning, when to rest the bells are ring - ing, 


bells are ring - ing: Bae Bate bim, ey bim, bait 


SSS Ss 


O how sweet it ev’ - ning, is 


—— = =a Faas 


ev’ - ning, when to rest the bells are ring - ing: 


SS 


Bim, bam, bim, bam, bim, bam. 


Ties Praise Ye The Lord. 


(eS SS Se 


Praisewe thes Lord, all. ~gen »:- wach =a - 


ui |} — 5 
Seis ee 


Praise ye the Lord, all gen 


ee SS 


eae him all ye na - tions, 


—>§ 234 ee 


tiles, praise him, all sty na-tions, for 


= === ESS See 


praise ye te eins Lord and praise him, all ye Pinissm 


decrescendo. 


| his great mer - cy ru-leth o-ver us, for his great 


b peamneest ae: 


for his great mer - cy ru-leth o-ver us, for 


=: mer-cy  fru-letho-ver us, O-ver uS e- 
SS TA 6 ise o 
a eS Se Ses 

his great mer - cy ru-leth O- ver us e- 

SS 

} ter - nale = a-. ly Hal-le= ty - - - - 

| ee es ic hg SEI 

Se 


ter - nal - ly, Hal-le- lu - - 


a ne ©, 

lu - jah, Hal-le - - Iu - jah. Ea 

Gi ob tiiesle dled 
lu - jah, Hal - le - tee ce jah. 


ee 


VI. The € Clef for Soprano and Alto. 


(Vade mecum § 5.) 


Soprano. 


Alto. 


aac ie en” _ C, 


ames = —— a IE 


ing 280 ee 
174. 


a eter eemeey 


e fed ee Culrdaaee 


m= eee 


cdefgabecbaga gfe 


Sy 


APE fete det EA 
eee 


de ft =) ff 


176. 
pesaee See Soa == 


e? 


Besos eee cee 


See 


ae 


c (e 


fees 


—_———— 
i Sse eee aie 
eee oe 
it —— 2 ae 
pereSTERTaG = 


meas 
a aaa = fee 
ee] 


LLL 


ASS 


180. Con moto. 


aaah Ts le - lu - ia, cae al-le-lu - ia, al-le-lu- 


== == Sees 


Al-le - lu - ia, al-le-lu - ia, al-le - 


= paar 


ja, a -= 5. = men. Se ia, SoER ITE 


ees ee 


Ju 1a asset oe en, Al-le-Ju- 


ee 
1a, a 


1 ~--Je; -<-lu ja. 


ia, men, a men. 
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= 


: 181. 
— a 


— 


Al-le-lu - ia, a 


Al-le-lu - ia, a 


SSS SSS 


nase eee 


- men, al-le-lu-ia,a 


men, ‘al - le le - Salus is rae men, 


m= == = a 


Ae le-lu-ia, a 


= Be Ss eS a | 


—= == ail = 


men. 
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- 182. 


a eee 


sa 
———— 


— 


183. Canon. 
Get 
= 
=== SSS] 
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184. Semibreve, 


es (ee ee CE ae en ere tee ame 
ee eee eee 
2 
ae tan Ree: Sane sete eae rea 
ah ° =. ee ie 
———— ee = 


es =stieeeeiees E ——— 
aif et: 2 eee Se. == =e =! 
men, - le-lu-ia, a = omef,a - - men. 


Haller, Vade mecum. 16 


-»3 242 sa 
185. Legato. 


SB eerereereietsieae 
fn Sete | 


ter 


5— hes, —— 
—— SSeS aS 
oyster perterwestee —— 


senate 


~ om =e 
SSS 
a - ve. 
be 
ee =. = a 
= fae sores Safes ae 
186.1) 
From the Mass: Ut, re, mi, fa, sol, la. 
M. 3 = 69.7) — Palestrina. 
a so —— SS ee 
ist ————— 
Be-ne- di-ctus, qui ve - - - 
3) 3) 
i eee res 5 
, == — a a cn ed = = 
1 
Be-ne-di-ctus,qui ve - - nit, qui Vege 


‘) In order to remain true to the original, the rules for two-part 
compositions could not always be strictly observed in the following 
extracts. ~?) § 3.° *)..§ 22 10. 


nit in f0— -—exfli-we 
—— hae = TEs 
Hits --in* no= 42-2 = =i =nesDeor 


ee = aes 


————— 


in mi ne 


a 


ee eee === 
in nO - - mi-ne Do - mi - ni, Do- 
= = SSS Se 
ia SSE 
- mi ni 


1) § 22, 10. *) Quick breath. 
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Palestrina. 


= 


Litt = cSee pac a ce) 


Missa “Brevis”. 
1 = 80. Palestrina. 


eS 
faip-e = aE Eeeees =o 


Ky - rie e - lei 
—= > — ls ———— 
ae =—s — 
Ky. «seriems ae ie 


vee SSS =Ere are 


SO; seen Nic rie e- lei 


Saas sia 


= SS —- P 
————— — ee 
eeeetice Cor) Cf son, Ky-ri- 
—— ———- 
fa ===, Ses —— = =o 
oe (a son, Ky - ri 
= —— == 
e e 


i cara es = = ————s 


e-lei - - son. 


Chri - ste e- lei eras son, 


eae 
eo = <a 
ee 
lei - - - - - : son, Chri 
mf ee a = 
ee eS a ee 
2 ————— aaa eee os = ss 
Chittis e= ta eeste erc- 0 lei +4. - eee 
See S 
ieee a 
- ste e lei - SON; se Ciittee- 
at a tees : 
(eee ee Pee 
- - son, Chri - ste e - lel -  - 
' ___ rit ee Pe ——— ee SS. 
Se ee 
ste Cla Clee son 
rit. con st e88.*) 
—— 
i 
- - SON, . O22 eee Clason: 


‘) Con espressione or espressivo, with expression, bringing out 
the melodic figure expressively. 


190. 


Antes 


+2 241 


f Et in ter-ra pax ho- mi-ni-bus bo - ne vo- -lun- 


i= 


f Et in ter- -ra pax ho - - mi- ni-bus bo-nz vo-lun- 


mf 4 


———— == a a eae 


ta-tis. Lau-da-muste, be - ne-di-ci-mus te, ad-o- 


oc ee a ee = = = mf» 
2 ee ee 


ta- tis. Lau-da-mus te, be - ne- athe ci-mus te, ad-o- 


ane == = 
isSSeia= as =a == 
ra-mus te, glo-ri- fi- - == eae ttl Somer ee 
Sa 
a = ———s el 
ra-mus te, glo-ri- fi- - - = mus te. 
19 


ee 
faye oe 


CumSan=-—cte-opil -— sr 2 ites rie 


ftimettl 10-11 =a. We =-leaera- sds.) nore A- 


pit mosso. 


1) poco a poco cal. 


| Sree =e 


men in glo-ri- a De-i Pa-tris.A_ - 


») poco a poco cal. RS 


pattees Sle es 


in glo-ri- a De-i Pa-tris. A-men, De-i 


—————— a 


TIVE TT geuee toe ; 

4 ee 
SS SS 
; Pa - = AK nt ee ea Ree Se ITelTS 

192. 

mf ——— —= 
eee SS ee ee —S=S—F 
ee = 
Pa-trem 0 - mni-po-ten - tem, fa-cto-rem 
baie i aha a aoe val 
- —— 
ae = = ee 
Pa trem O-mni-po - ten - tem, fa- 


1) §3 and § 18, 


8 2490 g&& 


= 
CE ae COmmntCl rae a) pe FE 
22> 4 Ss fet 
ee —— 
cto - rem Ce - = rie ret ter-re. “a 
193: 


A men, A 
——— al* me 
a === 
men, A a 
—_ , é — a 
a rl — aia -—1—_ = = a ela 
ap ——— = | -—— —— 
men, A lee men, A- 
lies oe 
= = ae la) ——— 
f es =e = ——— = 
men, A - men, A wie: if 
eg “3a = —3—_,— 
= ae se ———— 
- men, A 


Haller, Vade mecum. 16** 


-»g 250 ge 


p ritard. 
jas Sel 
meape 
—— -» -ritard. ee 
Tiere aeae Se 
men, A - men. 
194. 
j= 72. 
=e ==— oe 
San -  ctus, San - 


an - = ctus, San 


—— = = == 


| =: 
clement 
_———— 


es 


ctus, alleen = Cis: San- - 


—>§ 251 ee 


SSS 


aE Feet ee 


poco ae mosso. 


(=== 


- mi-nus us en see 


oe 


———— ‘poco pitt mosso. 


195. 


a 


gnus 


eS 


ee ae =o ae ipsam oe oe aa 


A - gnus De 


TT TT0 
LLL 


sie > oo ————— 
= a ee 
Ca a-3 ta mun - - a : 5 


di, pec-ca-ta mun - - - 


SSS — 


qui tol - - lis pec-ca- 


@Eaete =F a 


di, mi - se-re-re no - - 


so a SS a aes 
————— 


tas) muny =. - «di, mi-se-re-re no - - 


=) > "pis, mi-se - reé-re no - - = 


- . bis, mi mi- se-re-re no - : - - 


-»3 254 ge 


SS 


ie —— —— =e = 


196. Vittoria. 


pee et ee ee 


di - ctus, qui ve - - 


i === 


Be - ne-di- ctus, qui ve 


SS— 


—— 


b=—— — 
Se = So 
ty S ies re a Ee =e mt fas er 


pare =} eo: TE =e — = = 


mi-ne Do = - mMizni, -in-no - - 


3 255 ge 


| a cella 


- mi - ni in | no-mi-ne © 
filené DO fit ni, irl noe no- mi- — 


197. Mass: “Sine nomine”. Palestrina. 
or P = Bored nae 
lS SS 

Ky ri-e e - - lei son, 
* ae ee 
oe a ae ee a ee eee aa 
PBI = shat se : sae os 
Ky - rie _e- lei oF hia son, 
5 —— ———_— || 
Ky - rie e lei 


Ky-rie ~e - let - - - son, 


me mete === 


= son. 


198. 


pene =. SSS 
| 


0 - mi-ne Fi-li - ere 


SEES = SEs = =e ate: steps 


- mi-ne Fi-li u-ni-ge-ni- te 
decresc. 
Re == —= — ——— 
te Je - su Chri-ste. Do-mi-ne De-us, A- 
—— 


eS eee 


Je - su Chri-ste. Do-mi-ne De-us, A- 


a 


- gnus De - - - - 1, 
anal decrese. ae = 
ii : ——— 2 ss 
- =» - gnus De - - i Felted 
——_—_ if A a ——— 
aE Peres! i — ee 


Fi : li- us Pa - tris. 
= ——— s f = 
2 = eet 

a - - 


Pa-tris, Fi - li-us a= fris, 


= 
Criia 


ee 


Cru - ci - fi-xus e- ti - am pro no - - 


accelerando.') 


ey eee ane 
no - - - - bis: sub Pon-ti- o Pi- 


accelerando.*) 


ee 


3 4 = = - bis: sub Pon-ti- o 


se pe ritard. = 
=—_e_ | — : 
=r i Se 
la - os - - - to pas- 
ritard ; 
ee r= =—s 
SS = 
Pi tla Ging —-- “25710, pass 
eee dimin. 
a a | 
3 == = Sas Sas oe ace oes 
- \Stis, et) sea-_pul r= - etus est. : 
sostenuto. dimin. 


a ee = a : 
Al SSeS See ee 


- sus, et se- pul-tus_ est. 


200. 


Missa: Papze Marcelli. Dalestain 
Allegro con moto. , ae 
= S 4 BS _ 
— = 
ra = = = 
Et..vi-- tamven-tu-ri se. - --= = ce 


— i — 2 — 


Se 


Et vi-tamven-tu - fi, e& vi - 
a Se SSS 
li, et vi - tam ven-tu-ri see-cu-li. 


tam Veneti = 9-9 “2 ee Gc eee CUleIn 


8 2590 a 


ae vivo. 
sea 


_—_———S—= a 


men, a 


Ss 


Pe Ss Be ie Se 


= ee ee 


n, = men,a - men, a - 


ralentindo: <—<——$= oe 


——=—= ae aS. . eee Sy 


men, a = men. 
rallentando 
a le ae eee 
=S ———s Sees & 
J 2a ee 
= = men, a men 


£ fBEA oe —— 


